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Preface 


A crafted form is a combined product of the hand, the eye, 
and the mind. There is evidence of man’s instinctive need to 
create and to form with his hands throughout the history of 
civilization. Early man was concerned with the utility of what 
he created. His crafted forms were used for dress, for cooking 
and eating implements, for shelter, and for recreation and ritual 
practices. 

Crafts are a universal bond and language among all cultures. 
This book is intended to be a bond among all who want to 
explore, discover, and grow through crafts. We hope that the 
book will assist classroom teachers who seek to guide and in- 
spire the artistic spirit in the young. 

Humans are the only creatures who have the unique abilities 
to create, express ideas, and thus reveal through a personal 
search their inner spirit. Crafts help to uncover that spirit. 

It is through intense perception and experience that we are 
able to enrich concepts for all natural and man-made forms. 
Teachers need to search actively for the most appropriate means 
by which children can learn a foundation in crafts. Through 
crafts, we can integrate our perceptions, thoughts, and feelings 
to communicate ideas in artistic form. The creative teacher will 
spark the student’s curiosity and desire to search through to the 
fullest expansion of his or her imagination. 

Through the crafts presented in this text, teachers can com- 
prehend developmental stages in children’s growth; skills for 
making crafts; art judgment, through the evaluation of crafts; 
and art heritage, through studies of historical and contemporary 
crafts. 
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The book is intended to be a beginning. Crafts should be a 
time of artistic, perceptual, and aesthetic discovery for the child 
and the instructor. Teachers should use the book to develop a 
unique, individualized curriculum in crafts for themselves. We 
encourage each of you to adapt the objectives, content, and 
skills offered in this book to the personal approaches you feel 
are essential to classroom teaching. We are certain that your 
awareness, your enthusiasm, and your creative potential will 
come pouring out as you participate with your classes in the joy 
of crafting things. 

The authors:wish to thank the following individuals and 
organizations: Arizona State University Library; Bob Richard- 
son; Carlagay; Dintenfass Gallery, New York; Dr. Edna Gilbert, 
Mesa Public Schools, Arizona; Dr. William E. Arnold; Eastman 
Kodak; Eric Pollitzer; Exxon Company; Gabriel Weisberg, The 
Cleveland Museum of Art, Department of Art History and 
Education; Helen Cordero; Jean Stange; Joan Bessom; KOOL 
TV, CBS, Phoenix; Kunsthistorisches Museum, Vienna; Lenore 
Davis; Linda Deck; Madelaine Shellaby, University Art Mu- 
seum, University of California, Berkeley; Margaret Burton; 
Maurice Grossman; Nancy Hartner; Nancy and Renny Mitch- 
ell; Mary Lou Mathes; Patsy Lowry; Paulo Soleri, Ivan Pintar; 
Perry Wray; Pierre Matisse Gallery, New York; Robin Kline; 
Roger Buchanan; Rachel Ellis, Scottsdale Public Schools; The 
Art Institute of Chicago; The Brooklyn Museum; The Hand and 
the Spirit Gallery, Scottsdale; The Heard Museum, Phoenix; 
The Shop of Art, Tempe; Thomas Eckert; Walter Curtin, Time- 
Life Picture Agency; Yvonne Lange, Museum of New Mexico, 
santa Fe. A special thank you is due to the many artists, teach- 
ers, and students who graciously gave of their talents and ex- 
amples. A very special thank you goes to our children, Bill, 
Mark, Heather, Gwen, and Cheryl. 

E. W. L. 
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Crafts as Aesthetic 
and Cultural 
Experience 


In the face of mechanistic change in a technological age, man 
is losing his ability to perceive, feel, and create. However, per- 
sonal identity and individual vision can be renewed by building 
sensory, artistic, and cultural awareness in children. 

In both the self-contained and open classroom, crafts experi- 
ences emphasize humanistic and aesthetic expression for all 
students, each at his or her own level of ability. 

Crafts are close to the earth and to natural things. Crafts as 
experience vigorously inquire into the aesthetic nature of man. In 
this respect, crafts are bonded to human conditions and are a 
reflection of the cultural fiber of society. For example, clay 
pertains to containers and dishware, wood to furniture and 
architecture, fabrics to clothing and textiles, and metal to tools, 
jewelry, and adornment. These are the traditional media of 
crafts, which have been formed in countless ways throughout 
history. Today, numerous additional crafts media are being 
utilized: papers, plastics, synthetic yarns, glass, and found 
materials from innumerable sources. In school curricula we are 
able to incorporate the traditional and newer crafts media. In 
the broader sense, we can think of media for classrooms as any 
materials that can be manipulated by children ultimately to 
form an aesthetically pleasing product. Crafts media need not 
be restricted to only traditional materials, where prohibitive 
costs often limit supply. Excellent programs can be conducted 
with scrap or natural articles that are available in the environ- 
ment. These articles include pebbles, pieces of driftwood, 
leaves, twigs, and a variety of remnants from man-made pro- 
ducts. When these materials are combined with whatever re- 
sources the school can offer and good teachers, a crafts program 
is born. 

Children delight in opportunities to work creatively with 
various highly manipulative media. An involvement with crafts 





1-1 Artifacts reveal our instinc- 
tive need to create with our hands. 
All cultures share the universal 
bond and language of crafts. “La 
Dolorosa” by Miguel Herrera from 
Arroyo Hondo, a carved polych- 
romed wood santo, 1870. (Courtesy 
of Museum of New Mexico, 

Santa Fe, New Mexico.) 





enables children to invent, construct, and express ideas without 
hesitation over the type of media being used. Often, students 
who work only on flat surfaces with pencil, paint, or crayon will 
hesitate in their expression because of the discrepancy between 
intellect and skill in rendering their personal image, which is 
openly revealed when they draw or paint. As the student sees 
his own image revealed in his drawings, especially at the inter- 
mediate grade level and higher, he often tends to close down the 
creative thrust of this thinking. He simply cannot take the jolt 
of seeing his figurative expression, which seems so inferior to 
his intellectual level. On the other hand, experiences with papi- 
er-maché, weaving, found sculpture, clay, metal work, and 
various other crafts processes tend to open up creative thinking 
because the personal image is not as apparent. 

Crafts opportunities are also direct adventures in under- 
standing visual and tactile forms, as the media used are both 
manipulative and three dimensional. With crafts media one can, 
if he or she chooses, start directly with the material by pushing 
and pulling it until inspiration comes. In this approach, design 
skills are awakened through the actual handling of the material. 
By starting directly with the media, the child can push, build, 
squeeze, cut, tie, glue, saw, carve, sand, weave, and otherwise 
shape ideas to come. Where drawing and painting deal with the 
illusion of reality on a flat surface, crafts is spatial reality from 
the start. 

Another interesting aspect of crafts media for the classroom 
is that almost any material selected by an observant and 
imaginative teacher or child, be it old or new, large or small, 
traditional or contemporary, can become a crafts medium. 


Objectives for Crafts 


Crafts experiences help us to recognize that we are each capa- 
ble of creating artistic forms that are personally rewarding. 
Creating with clay, paper, paint, and various classroom-ori- 
ented media encourages children to understand and feel their 
relationship to their environment. 

The three major objectives for crafts teaching in the class- 
room are perceptual awareness, cultural awareness, and artistic 
awareness. 


PERCEPTUAL AWARENESS 


Perceptual awareness is the increased awakening and use of 
all of our senses. Sharpening sensory awareness is the first stage 
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in any discovery process. Our senses are the receptors that are 
fundamental to the eventual processes of thought, invention, 
imagination, and creative expression. A child who has a rich 
perception of his world will possess a detailed backlog of stored 
experiences that can be utilized in his crafts work. Building 
perceptual skills means seeking the detailed subtleties of every 
experience by taking in, through all of our senses, as many 
segments of data as possible without immediately categorizing 
and otherwise cutting off the flow of what we experience. To 
develop varied perceptions means that we must go beyond the 
recognition stage of discovering. Increasing sensory awareness 
encourages us to search for the most minute fragments in any 
creative process. The late Viktor Lowenfeld, a well-known art 
educator, has expressed this concept: 


Unless we penetrate into an experience, whatever its nature may be, 
it will remain superficial and as such cannot serve as the basis for 
creativity. This penetration may deal with visual, tactile, kinaesthetic, 
or any other sensibilities and any combination of them. It may be 
emotional, intellectual, or social in nature or any mixture of these. The 


1-2 dntense self-identifcation in 
experiencing art develops an ap- 
preciative eye. Crafts as art herit- 
age offers opportunities to gather 
facts, and to practice making dis- 
criminating art judgments. (Courte- 
sy of Department of Art History 
and Education, The Cleveland Mu- 
seum of Art.) 


Crafts As Aesthetic and 
Cultural Experience 
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1-3 Practice in creating enables 
the artist and student to improve 
their skills in specific art media. 
Helen Cordero, an Indian potter 
from Cochiti Pueblo, utilizes tradi- 
tional concepts and processes with 
clay that date back to prehistoric 
times. (Courtesy of The Hand And 
The Spirit Crafts Gallery, Scotts- 
dale, Arizona.) 





more we penetrate into the nature of the experience with our feeling, 
perceiving, and thinking, the more we relate ourselves to it.’ 


We can enrich our understanding of man and his culture by 
increasing our ability to perceive the many aspects of what is 
natural and what is man-made in our world. Sensory experience 
refers to visual sensitivity, or close observation, rather than 
merely to looking; tactile sensitivity is learning to discriminate 
through touch rather than merely touching; auditory sensitivity 
is sharpening our ability to listen rather than merely hearing; 
gustatory sensitivity is discovering differences in taste rather 
than merely eating; olfactory sensitivity is increasing one’s 
sense of smell rather than merely being aware that something 
has an odor. Many outstanding classroom teachers constantly 
strive to improve their perceptual awareness in order to make 
their life an ongoing adventure in living and creating. 

The following objectives will suggest possibilities for in- 
creasing perceptual and creative awareness: 


1. Encourage individual directions and the development of per- 
sonal imagery for each student. 
2. Encourage openness, or the taking in of fresh ideas and 


"Viktor Lowenfeld, “Creativity and Art Education,” School Arts, 59 (October 
1959), 5-15. 





imaginative approaches, whenever the opportunity is there. 
Emphasize invention, unusual and original possibilities, and 
enthusiasm for one’s own efforts as well as those of others 
through the sharing of perceptions and artistic ideas. 

3. Allow for experimentation trial and error and searching in 
both ideas and media. Encourage a continual interaction be- 
tween students and their craftwork. 

4. Invent perceptual games to awaken the students’ potential to 
observe, feel, listen, taste, and smell. For example, in how 
many ways can an apple be expressed? (It can be expressed 
in media with clay, papier-maché, cut paper, collage, draw- 
ing, painting, or printing. An apple can be presented as large 
as a wall; ina still life; in outline; in color; in black and white; 
cut open; on a tree; on a transparency; in a bin at a market; 
or with a bite taken from it.) 

5. Challenge the child’s mind so that he utilizes what he has 
perceived. Keep him thinking about creative possibilities, for 
art begins in the mind. Keep the flow of ideas coming 
through the continual experiencing of many aspects of the 
world. Encourage variations on each theme—new and fresh 
ways of seeing, feeling, and expressing. 1-4 Art learning takes place 


through intense perceptual and cog- 

nitive means. After a crafts unit on 
CULTURAL AWARENESS Early American quilts, first-graders 
prepared individual panels with 
permanent felt-tip pens and the 


Cultural awareness is the study and understanding of the art panels were then sewed together. 


forms of cultures, both past and present. The study of crafts as = (Courtesy of Arizona Republic 
Phoenix, Arizona.) 
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Crafts for the Classroom 


1-5 Cultural awareness is the 
study of art forms of both past and 
present cultures. A detail of the 
Bayeux Tapestry. (Courtesy of 


Walter Curtin, Time-Life Picture 
Agency.) 





art heritage enables us to understand the nature of man. In most 
countries, past achievements have served as the derivative base 
for contemporary craft forms. This is true of American culture. 
The American people are, after all, an amalgamation of peoples 
from around the globe. With this immigration of people from 
many lands has come a great diversity of subcultures and craft 
forms. Until recently, the most visible craft forms in the United 
States had been from European traditions, but presently the 
traditions of American Indians, Black Americans, Mexican 
Americans, and Asian Americans are being made visible. 

Through crafts study, it is possible to communicate with our 
past, present, and future heritage. Crafts programs are espe- 
cially appropriate for instructing disadvantaged youth who, by 
reason of economic or social conditions, have been kept out of 
the mainstream of public education. Many of these children do 
not possess a background of standard language skills, but they 
respond readily to visual and sensory signals as learning tools. 
By making use of the rich heritage of Blacks, Mexicans, Asians 
and Indians, as revealed in their crafts, classroom teachers can 
establish a framework for educating children from these groups 
through perceptual and artistic vision. 

Crafts also provide excellent opportunities to study past cul- 
tures or aspects of them in depth. For example, in teaching 
stitchery as a craft form, one can discuss the creation of the 
Bayeux Tapestry. This tapestry, which is actually an embroi- 
dery that was misnamed, was created to commemorate the 
events surrounding the conquest of England by William the 
Conqueror of Normandy, in the historic Battle of Hastings in 
A.D. 1066. The embroidery is made from woolen threads sewn 
on a linen background; it is 231 feet in length (almost three 
fourths the length of a football field) and approximately 20 
inches wide. What is remarkable about this fine art piece is that 
it has survived for more than nine hundred years and is still in 
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excellent condition. It is the only surviving piece of fabric art 
of its kind and size from the Middle Ages. It reveals the expert 
craftsmanship that created exquisite pieces of embroidery and 
woven art during that period. What makes the piece so interest- 
ing, aside from its historical value, is the magnitude of the work 
itself. Sewn into the embroidery are 626 human figures, 190 
horses or mules, 35 dogs, 506 other unnamed animals, 37 ships, 
33 buildings, and 37 trees. (See Figure 1-5.) 

Relating this sort of information to stitchery as crafts helps 
to bring art in culture to life. It provides a frame of reference 
for the relationship of the artist to his culture. A logical next 
step pertaining to this period in history is to discover what 
crafts people in other countries were doing. In 1066, the approx- 
imate year of the Bayeux Tapestry, what was being created in 
Mexico, Africa, North America, and China? Asking questions 
that will uncover historical developments that ran parallel with 
artistic endeavors makes our art heritage meaningful and rele- 
vant to children and the curriculum. 


Folk Art 

Many ancient cultures utilized art to record and chronicle 
their achievements. Art was also a basic part of their religious 
and civil ceremonies and of other aspects relating to their so- 
ciety. Art from the past that has survived also reveals that man 
has always created beautiful forms for his fulfillment and en- 
joyment, apparently the result of a continuous aesthetic in- 
stinct. This need to express visually is evident in folk art, a 
universal form of craft expression. 

Folk art is made up of art forms created by unschooled artists. 
Folk art is closely linked to crafts, for the materials used are 
available in the artist’s locale: pinecones, leather, wood, bark, 
grass, metal, fruit, eggs, iron, bones, cloth, and manufactured 
parts. The folk artist is, thus, a resourceful and innovative per- 
son. Folk art includes dolls, toys, clothes, hats, masks, spoons, 
cooking utensils, religious symbols, furniture and shelter parts, 
personal items for adornment, and hundreds of other items. 
Crafts made by folk artists are an international expression. 
These beautiful, crafted forms are a part of the religious, moral, 
musical, and recreational customs of the respective cultures in 
which they are made. They are both simple and complex and 
serve to foster traditions that identify the world’s cultures. 

Cultural awareness, then, can refer both to the study of crafts 
as history and to the appreciation of crafts through analysis or 
art judgment. 


ARTISTIC AWARENESS 
Crafts As Aesthetic and 
Artistic awareness is what we can learn about crafts that will Surat Eee 


increase our understanding and skill in using crafts media and 7 


1-6 The visiting artist in the 
classroom can bring a new dimen- 
sion of understanding to art 
growth. Lenore Davis says, “T have 
concerned myself with carefully con- 
structing human figure ideas from 
childhood and adult observations; 
making soft (toy) objects of fabric 
and stuffing which invite touching, 
holding, wearing, and even think- 
ing. The form and idea being the 
important thing; a cavity ts sewn 
of dye-painted cloth, to be swelled 
to life with stufing and perhaps 
embellished further.” ‘Horse with 
7 Riders, dye painting on vel- 
veteen, 28 . (Courtesy of The 
Hand And The Spirit Crafts Gal- 
lery, Scottsdale, Arizona.) 





in appreciating the work of other craftspeople. Artistic aware- 
ness deals with aesthetic content, art judgment, and skill devel- 
opment. It follows the data brought in by perceptual awareness. 
Skill development refers to an increase in our ability to perform 
in a medium, such as with clay, wood, cardboard, paper, or 
such. Aesthetic content refers to our analysis of what other 
craftspeople have done. Art judgment refers to our ability to 
make informed observations regarding the artistic properties of 
a product. In artistic awareness, we need to work toward devel- 
oping our artistic eye, for the artist is our model in learning 
about art. We need also to develop the eye of the critic, for he 
is our model in making judgments about art. Artistic awareness, 
then, is the combination of the creative eye and the cultured 
eye. When we teach children to develop crafts skills and to 
comprehend what a pleasing craft form is, we have increased 
their artistic awareness. 

Crafts enables each student to grasp the artistic elements of 
his experiences. He does this through observing closely, touch- 
ing, listening, creating, and evaluating. With crafts as the base, 
the student can develop an art vocabulary for discussing the 
arts and crafts of any period. He can study the work of profes- 
sional craftspeople and observe their role in society. Through 
his knowlege of crafts, he can discuss differences between 
pleasing forms and what, in fact, constitutes such artistic form. 
With practice in looking and analyzing, he will learn to make 
informed art judgments. Crafts enables the child to perceive the 
beauty of his natural environment. By working with and 
searching for pleasing visual forms in both nature and in man- 
made things, the child learns how to reduce visual chaos. 





The Content of Crafts 


Crafts, like other subjects, has its own nomenclature to char- 
acterize it as part of a subdiscipline within the broader subject 
of art. Artist-craftspeople have utilized formal art elements for 
centuries to distinguish a beautiful form from a chaotic one: 
line, shape, form, texture, color, and space. Putting a crafts 
work together necessitates the correct, intuitive use of these 
formal elements. Craftspeople and students, incorporate the 
elements of art into their work by applying the principles of 
balance, harmony, rhythm, proportion, and organization. Any 
discussion of art elements and the principles of application, as 
well as the actual working and building in crafts media, must 
be carried out in the language of crafts. Teachers should regu- 
larly include the study of craft terms in the classroom program. 

Other content for crafts include the medium used, the func- 
tion of the form (if any), the cultural influence within which it 
was produced, and the subject or literary qualities. 


Craftspeople Are Exemplars 


In every area of crafts, there have been artists who have 
excelled and, thus, made notable contributions to their particu- 
lar field. In discussing and discovering the contribution of these 
artists, models are established for students. Innovators in the art 
fields should be studied just as the lives and works of presidents 
and statesmen and figures in politics, medicine, and sports are 
studied. 


Art Judgment 


Part of any crafts program is the discussion by students and 
teachers of the crafts done by themselves and others, including 
classwork. Opportunities to ask questions dealing with what 
makes a crafts form pleasing are needed. Students need to dis- 
cuss the elements and principles of art in relation to their own 
efforts as well. They need to be able to critically assess, in a 
positive way, what they have made. 

Encouraging children to be discriminating in their art judg- 
ments will enrich their artistic vision. Much of what we enjoy 
as adults has its roots in childhood experiences. 


Crafts As Aesthetic and 
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1-7 Traditional art forms in cul- 
tures are integrated with religious 
and civil life. This painted wooden 
African mask, from the Bobo tribe 
of Upper Volta is expressively ar- 
ficulated and suggests both mood 
and feeling. (Courtesy of The Art 
Institute of Chicago.) 





CRITERIA FOR JUDGING CRAFTS 


in 


1. 


In making art judgments, the following insights are helpful 


getting started: 


What medium has the artist used? What effect does the 
forming process have on the work? 

What do you see and/or feel? This involves subject matter, 
an emotional reaction to a craft work, and a formal evalua- 
tion of the elements of art. 

Does the artist express himself in a unique manner? How 
is this piece different from others you have seen? Compare 
this work with other work done in the same period. 
Does the art product tell you when the artist lived? How 
does it give you this information? 

What is the artist trying to say in his work? Does the artist 
suggest new ways of seeing something in the environment 
and/or new ways to understand other people or cultures? 
How has the artist used his tools to form the piece? 
Does this work of art have a place in history, or as a part 
of our heritage? Is there a cultural influence on the work? 
Does the craft form function for a purpose? 

What makes a work of art great? 

What makes an artist great? 


Looking at Crafts: Aesthetic 
Attributes 


In responding to works of art, such as painting, pottery, mod- 


eling, or any other art product, you can plan your class discus- 
sion and participation around three basic aspects. They are a 
work's (1) responsive attributes, (2) intellectual attributes, and (3) artistic 
attributes. 


L. 


Responsive attributes deal with the mood, or feeling, of an art 
form. The questions to be asked in this category are: How 
do you like the mood of this work of art? How does it make 
you feel? What does it make you think of? Was the artist 
imaginative? Would you do it the same way? How would so 
and so do it? Is the creation a successful one? Do you like 
it? Why do you like it? An important point to remember is 
to encourage children to verbalize and explain why they feel 
as they do. We want to move children to give reasons ex- 
plaining why they have made specific comments. We need 
to help children crystallize their thinking by getting them to 
go beyond surface impressions when they respond. As 








adults, we are prone to make statements such as “Well, if I 
like it, that’s all that matters,” and expect the matter to be 
closed; at that point, so is the mind. Stimulate children to 
think by asking them why and encouraging them to dig 
deeper. This is the way to begin sensitizing children to 
beauty in art. We must look at and discuss art in order to 
grow. 

2. Intellectual attributes are the content, ideas, subject, or the 
literary qualities of a piece of art. The questions to be asked 
here are: What was the artist trying to say? Is there a story 
here? What is it? Is this a realistic story? Is it an abstract 
form? What do we mean by mirror realism? What do we 
mean by abstraction? Has this artist said something with art 
materials that applies to you and me? How would you have 
solved it? 

3. Artistic attributes are the compositional or design, or media 
aspects, of the work of art. The questions to be asked here 
are: How is it done? That is, what medium is used, how is 
it composed, and which artistic aspects of composition, tech- 
nique, arrangement, working process, or other technical con- 
sideration are apparent? What, for example, is transparent 
watercolor? Who knows what acrylic is? Have you ever seen 
anything like this? Where did the artist begin his work? 
Could you improve on it? Is the work organized? How can 
you see that it is organized? 


Do not ask these questions quickly, one after the other. Al- 
low the students to consider each question asked carefully. Ask 
questions sequentially. Mix your questions with pieces of in- 
formation that are geared carefully to lead the children to the 
point where they can learn and make a discovery (which is 
exactly your purpose here). Remember, when talking to chil- 
dren: 


1. Challenge their imagination. 
2. Challenge their intellect. 
3. Challenge their artistic sense. 


Practicing Media Skills 


In order to grow in their appreciation of art, children need to 
learn the specific art skills required for each craft medium. Art 
skills in this sense refer to the process of making a craft: how 
to construct a loom, how to knot in macramé, how to hold and 
use tools for carving or modeling, or how to cut and glue. Each 
craft medium has definite procedures that must be learned in 
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1-8 Crafts skills and experiences 
can be related to art forms from 
other cultures. Inspired by African 
masks and legends, these fifth-grade 
students created original masks and 
costumes and performed impromptu 


plays. (Courtesy of William E. Ar- 
nold.) 





order to achieve success. Some media will require only mini- 
mum technical preparation or know-how, whereas others will 
be more complex, such as printmaking. To improve in a craft 
skill requires a good deal of practice. As in anything of value, 
one must give of himself wholeheartedly in order to achieve the 
success for which he strives. Each time a craft is practiced new 
understanding of the craft is developed. 


ni 


Pursuing Feelings of Success 


An important objective relative to all crafts teaching is the 
need for teachers to encourage the children’s feelings of success 
for the work they do. Often, teachers, with the best intentions, 
are extremely critical and expect more than is possible from 
their students. This tends to restrict creative thinking and 
causes students to conform to what they think is expected of 
them. They become locked into a pattern and are overpowered 
by social pressures to fit an adultlike middle standard. As a 
result, many students take fewer creative risks for fear of mak- 
ing a “mistake” and, consequently, failing. Teachers can en- 
courage success by praising sincere effort and, thus, eliminate 
the fear of failure from the crafts lesson. This does not mean 
removing the standards, only the fear. Too strict an artistic 
standard, which is far removed from the reachable achievement 
level of a student, also can restrict artistic discovery. When the 
classroom has a “‘let’s try it atmosphere” that emphasizes search 
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and inquiry, the adventure of imagining and inventing soon 
takes over. 


Crafts As Communication: A Visual 
and Tactile System 


One of the greatest merits of crafts experiences is their value 
as nonverba!—that is, visual and tactile—communication. All 
language is not necessarily in spoken form. For example, when 
a child creates a product in crafts, he expresses an idea that he 
conceived. The product is an extension of himself. He looks at 
his work and says, “This is what I have done. This was my idea 
and creation.” In examining his own efforts, he reinforces him- 
self to continue to give out and express further ideas in visual 
media. 

Crafts is also communication between the child and his 
teacher, the child and his parents, and the child and his class- 
mates. The crafts process and resulting product make possible 
searching, analysis, feedback, discussion, comparison, and 
evaluation. The entire class can discuss and share ideas pertain- 
ing to what is created in a particular craft medium. In sharing 
these ideas, communication takes place. Crafts are vehicles of 
expression that help each of us to seek answers to the questions: 
Who am I? Who are you? What are we doing? 


Community Vision 


As a result of crafts experiences in seeing things perceptively 
and artistically, in building, in creating, and in forming, the 
student has a unique opportunity to translate his aesthetic vi- 
sion to his community and its surroundings. Ihe artistic sense 
that is nurtured through crafts can eventually crystallize in 
improved products for the society in which we live. An enlight- 
ened community can carry on educational programs that will 
consider the design of our homes, parks, shopping centers, and 
cities. 

Units and models for “Redesigning Your Community” might 
be a starting point in a classroom program. These would include 
discussions and analyses of the design, function, and purpose 
of shelters, roadways, parks, and housing; environmental con- 
siderations; aesthetic needs and their justification; and study of 


Crafts As Aesthetic and 
Cultural Experience 


de 


1-9 “Arcosanh Model” by Paolo 
Soleri. This hexahedron represents 
a future one-mile-high city environ- 
ment. The model is made of light- 
weight plastic materials that can be 


assembled easily into architectural 
systems. (Photo by Ivan Pintar.) 
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several examples by architects of the past and present. (See 
Figure 1-9.) 


Crafts As Creative Experience 


Crafts can fire the imagination of children, for richness in 
thinking springs from practicing a continuously flowing stream 
of ideas. Seeking out and perceiving the subtle details of experi- 
ences provide data that can be transformed into original pro- 
ducts in crafts activities. Stretching the imagination stretches 
the mind. A willingness to try more unusual possibilities 
for materials often can push artistic discovery to new bound- 
aries. 

Crafts encourages children to seek ideas, to keep an endless 
input of ideas germinating until an inspirational and unique 
possibility occurs. Encouraging children to become fluent in the 
language of art, open in their appreciation of art, and selective 
in their awareness of ideas for a craft project are basic to art 
growth. 


Crafts teaches children orginality of thought. However the 














student expresses his thinking, the emphasis is on the original- 
ity of his or her expression. While listening to others and ob- 
serving, one can reinterpret possibilities. Originality is one of 
the key areas of artistic growth. 

Crafts teaches children greater perception, in that all of life’s 
experiences become the fuel for creativity. This means that the 
eyes are utilized more fully for observing, the ears for listening, 
the fingers and bodies for feeling, the nose for scenting out, and 
the mouth for tasting. Perceptual awareness is essential to crea- 
tive growth and to experiencing a fuller, richer life style. 


Structure and Flow in the Crafts 
Curriculum 


In planning for a crafts curriculum in the classroom, establish 
specific objectives (structure) and procedures (flow) to be 
achieved. 


1. Present seguentially planned craft lessons to the class. Organ- 
ize each lesson carefully, and seek to meet the goals you 
establish. 

2. Discuss the aesthetic merits of high-quality original craft- 
work in ceramics, weaving, macramé, sculpture, wood, 
metal, and whatever else you determine is relative to your 
crafts program. Encourage the children to evaluate and form 
judgments concerning their artwork and that of others. Stu- 
dents need to be able to communicate about crafts in verbal 


and nonverbal ways. 


1-10 Visits fo crafts centers, art- 
ists’ studios, and museums are ex- 
cellent sources for crafts learning. 

These children are watching a 
"E a a + H demonstration of weaving skills. 
“o- § ry | +a Ak. : Finished pieces are in the back- 
pnt _” A * a a? 
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Develop a classroom crafts center where children can bring 
in any crafted forms they consider beautiful that they dis- 
cover and want to share. 

Provide an exhibit space where original craftwork can be 
attractively displayed. Local galleries or friends can often 
supply the crafts. Other sources are exchange exhibits from 
other grades or from other schools and private collections. 
This project is an excellent opportunity to encourage a cul- 
tural awareness of folk and community art. 

Invite guest artists to the classroom for demonstrations of 
their crafts. Encourage the students to ask questions about 
the art form as well as the expressive intent of the artist. The 
student wants to know who the artist is, what she or he 
produces, and how he or she makes a work of art. A class 
visit to an artist’s studio is also a valuable experience. The 
art teacher is the model of the artist in the school. 


. Start a file collection of examples of beautiful and interesting 


crafts. Classifications might range from crafts in other cul- 
tures to crafts in American culture in various historical peri- 
ods. 

Encourage each child to make a crafts-learning notebook. 
Information that the children learn about crafts can be added 
to the notebook. The sections of the notebook might be 
divided into media, art materials they have tried, craftspeo- 
ple they have learned about, crafts in past history, and so on. 


. Encourage each child to be resourceful with materials and 


media. ““Throwaways’ can be recycled in a crafts project. 


Evaluating Craft Growth 


Evaluating growth through crafts experiences should be a 


basic part of any classroom program. A sequential program in 
crafts teaching will provide step-by-step opportunities for chil- 
dren to increase art skills and art knowledge. In measuring the 
crafts performance of a student, look for growth in the follow- 
ing areas: 


= 


Shows increased skill in handling craft tools and materials. 
Knows the proper use and care of craft tools. 

Uses imaginative solutions in expressing ideas, feelings, 
and experiences. 

Pushes beyond ordinary or common solutions. 


. Comprehends the formal art elements and how they are 


part of a work. Develops a craft vocabulary. 
Maintains a receptive attitude and is cooperative with oth- 
ers. 


. Completes assignments. 
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Shows improvement in craft production. 

Participates in discussions and exhibits. 

Projects previously learned skills into future crafts. 

Is self-motivated, explores, and experiments. 

Is able to make independent judgments, analyze, synthe- 
size, and evaluate. 

Participates in group efforts and inquires into various 
points of view. 

Has a fundamental knowledge of historical and contempo- 
rary subject content. 

Reaches both student- and teacher-established goals. 


The gains made by the students must be identified. The 


teacher should, therefore, schedule several individual confer- 
ences during the year to discuss every students’ personal ideas, 
projects, notebooks, portfolios, and directions, all of which can 
be evaluated by using the preceding criteria. Refer to appropri- 
ate Crafts Curriculum Charts A,B,C, and D on pages 42-49. 


Teacher Strategies 


As we reflect on the teaching of crafts in the classroom, we 


should consider the following behaviors in establishing our 
objectives for improving teaching conditions. 
The classroom teacher of crafts should: 


Be an inspiring, positive crafts person. 

Be informed on content and crafts skills and demonstrate 
these with confidence and proficiency; be the artist model 
for the student. 


. Be able to share with the students their joy and excitement 


in discovering and creating art and be able to offer sincere 
praise for honest effort. 


. Establish specific long-term and short-term objectives 


within the arts-and-crafts curriculum that can be attained 
by every child. 

Establish objectives with the students, arriving at them 
through dialogue and written statements, and sharing 
viewpoints and interests wherever possible. 


. Have a knowledge of, and be able to meet, the varying 


needs of children and how they learn and grow and be able 
to provide facts, concepts, and skills at these various levels 
of child development. 

Encourage conditions that stress questioning, good listen- 
ing, interchange of ideas, and dialogues that are relevant to 
student interests and levels. Lead the student to the point 
where he makes his own discoveries. 
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Encourage experimental attitudes, uncommon responses, 
deviations from assignments, self-initiated learning, object 
and idea exploration and manipulation, and a flexible cur- 
riculum. 


. Encourage feelings of success, self-direction, responsibility, 


independence, individual ideas and research, varying inter- 
ests, and various speeds of learning. 

Establish discipline measures with the students, so that 
each student realizes what is expected of him. 

Welcome disagreement with viewpoints and have a posi- 
tive general attitude, good rapport with students, and a 
good sense of humor. 

Function as a guide, resource person, idea-generator, and 
counselor. 

Plan and organize the lesson, be the leader, demonstrate the 
necessary procedures, integrate art learning to other class- 
room learning when possible, and relate the role of arts and 
crafts in past cultures and its appearance in careers today. 
Establish a dynamic environment for arts and crafts growth 
that invites imaginative responses and reflects proper atti- 
tudes and interests: flexible space arrangements suited to 
different activity needs and displays related to art and stud- 
ies in the school and community. 

Have a broad knowledge of the related arts so that an arts 
and art-related vocabulary can be taught. 

Exhibit each student’s products at varying times. 

Provide open-ended situations where a student can re- 
spond with his knowledge and skills. 

Work with students in keeping materials and tools organ- 
ized. 

Review and evaluate past objectives and establish future 
objectives with students. 

Keep individual folders for students’ two-dimensional 
work and card files (and photos, if possible) of three- 
dimensional projects. 

Plan meaningful individual conferences for personal 
evaluation and class critiques requiring group participation 
in constructive criticism. 


Crafts for Students 


The structure and flow of artistic vision are nurtured when 


students have opportunities to imagine and express through 
craft media. Imitating adult concepts by using kits and patterns 
stifles imagination in children, for it imposes adult stereotypes 
and prevents the flowering of children’s art. Teachers need to 
keep in mind that children have their own ideas, and that their 


craft products will be different from adult products. A student’s 
craft should always represent his thinking as it has evolved 
through his creative processes in imagining, feeling, and ex- 
periencing. 

In the following chapters craft skills and procedures are pre- 
sented that are suitable for all levels of the elementary class- 
room. Some crafts will be better suited for primary grades and 
others for upper elementary grades. However, all crafts can be 
adapted at all age levels if the creative teacher will present each 
to his or her class in terms that can challenge students. 
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Crafts for Children: 
Developmental 
Stages and 
Objectives 


In this chapter an overview is presented of the developmental 
stages of children’s art growth from preschool through elemen- 
tary school. Development charts are included and provide a 
summary capsule following the chapter discussion. Objectives 
are suggested that provide a sequential crafts curriculum that is 
in line with the developmental growth aspects of children. 


Preschool—Kindergarten: Ages 3-5 


IDENTIFYING CHARACTERISTICS 


In a child’s life, the visual and tactile world begins very early; 
nurturing this world requires rooting and developing. His world 
begins with himself as the center. Teachers and parents need to 
prompt a child’s thinking as early as possible in order to encour- 
age creative development. As soon as a child can hold a lump 
of clay or a ball of yarn in his hand, he is ready to discover the 
world of art. All children share similar developmental patterns. 
The first phase of growth is referred to as the scribbling stage. 
The scribbling stage has four main aspects that coincide with 
the child’s developmental growth. 

DISORGANIZED SCRIBBLING. This is the beginning of all art 
development. For most children, this phase starts when they 
seek to control their motions when using clay, crayon, or other 
art materials. We should not expect much from the child at this 
point. The fact that he can hold the clay and pound it or make 
marks on a paper with a crayon signifies that he has established 








a new relationship with his world. At this point, do not inter- 
fere, but encourage the child to continue to explore with the 
material. 

CONTROLLED SCRIBBLING. After a period of time, which 
may be a week, a month, or longer (if art materials are made 
available), the child will discover that he can control his mo- 
tions with clay, crayon, fingerpaint, or other manipulative 
materials. He may roll the clay into coils or attempt to join two 
pieces. He may pound the clay in an up-and-down motion. As 
scribbling is primarily kinetic, or concerned with the feeling for 
motion, the child will move his arm back and forth as he uses 
crayons on the paper. The fact that he can control his motions 
is a major step forward. Building with blocks of wood is a way 
for the child to join parts together and to build both upward and 
outward in space. 

VARIABLE SCRIBBLING. As the child is provided with op- 
portunities to manipulate media, he will soon learn to vary the 
manner in which he uses those media. As he experiences the 
material, he will make simple discoveries that will set the stage 
for more experiences. Children grow at different rates, and each 
one will proceed through these developmental levels at his or 
her own speed. Most children begin to vary their scribbling at 
around three years of age. In using clay, the child will join parts, 
change the size of a shape, and then repeat what he has done. 
It is through repetition of experiences that the child gains mas- 
tery over and confidence in his discoveries. Making circular 
motions with the crayon, or round forms with clay, is an out- 
growth of controlled scribbling and reflects a greater control of 
his motions. From circular motions, repeated over a period of 


2-1 and 2-2 


Playing, pretend- 
ing, and imagining are desirable 
directions for art growth, and 
media that reinforce these behaviors 
are meaningful. These two figures 
were done by our daughter Cheryl 
at ages four and seven. Note the 
remarkable similarity in content 
and expression. Collecting the work 
of a child over a period of time pro- 
vides valuable longitudinal informa- 
fion pertinent to concept 
development. 
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time, come the first beginnings of a head formation. Longitudi- 
nal (back and forth) motions become forerunner experiences for 
arms, legs, and body. 

NAMING SCRIBBLING. This last phase of scribbling is sig- 
nificant, for the child now begins to “name” the forms that he 
puts together. When the child combines scribbles on paper or 
builds with blocks or clay he begins to tell stories about what 
he is doing. This means that the child is beginning to think in 
terms of images. Before this, only the motion was important, or 
the activity of doing. But now, the crystallization of image 
thinking takes over. Kinetic thinking is replaced by imagery. 
This is thought to be the point at which conscious memory 
begins for children. 


SUITABLE CRAFT MEDIA FOR AGES 3-5 


assorted papers and sizes: manila, newsprint, colored papers, 
and cardboard 

blocks in various sizes (scrap pieces from a lumberyard) 

brushes: soft or stiff, round and flat, in various sizes from 4 -to 
1 inch 

chalk for chalkboard or sidewalk 

crayons of assorted colors and sizes 

felt-tip pens in assorted colors 

modeling materials: playdough, modeling clay, water-base clay, 
and modeling mixtures 

poster paint (liquid or powder) and watercolor trays 

spools, cardboard, cans, leather, fur, and other natural and scrap 
materials for arranging, joining, and stacking 

yarns, cloth, and collected materials to arrange and manipulate 


PERFORMANCE OBJECTIVES 


Artistic and Perceptual Skills 

Perceptual development in the child sets the foundation for 
all learning. Perceptual skills refers to the active use of the 
senses to bring in data through discovery, information that the 
mind can put to work for concept building. Teachers can guide 
children to the frontiers of their sensory awareness through 
carefully planned experiences that tap discovery through ob- 
serving, touching, listening, smelling, and tasting. The more 
teachers can activate knowledge that a child has concerning 
natural and man-made forms, the more likely is the child to 
express ideas through materials and words. Children of pre- 
school and kindergarten age need countless opportunities to 
seek and search out the forms of their world. They should also 
have many opportunities to develop artistic skills through con- 
tinual practice with appropriate art media. At this stage, artistic 
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skills can pertain to motor development in scribbling; arranging 
blocks, colors, or textures in cloth; or any other manipulative 
experience with art materials. It can be discovery in observing 
and finding shapes, lines, and textures in nature and in art 
forms. This is the time to acquaint children with pottery, lea- 
thercraft, jewelry, weaving, fabrics, and other crafts. Young 
children need opportunities to perceptualize flowers, butter- 
flies, animals, birds, caterpillars, leaves, plants, bread, food, 
ijumber, and such. They need also to visit floral shops, auto 
repair shops, airports, train depots, clock shops, taxidermist 
shops, candy shops, bakeries, and lumber mills. 


Manipulative Skills 

Provide many opportunities for young children to explore art 
media. They need time to scribble, arrange, discard, stack, put 
together, take apart, build, and handle. Provide a space in which 
the child can do these things. Encourage him to build with clay, 
draw with crayons, paint with a brush, or arrange and feel 
objects. Do not interfere with the child as he works or otherwise 
expresses himself through these early forms of inquiry. Always 
have discovery materials around (craft materials) so that the 
child will learn the habits of seeking out and searching. Chil- 
dren have a natural curiosity and creative instinct. Teachers can 
nurture this natural drive by asking questions that /ead the child 
to make his own discoveries. 


2-3 Children need unlimited op- 
portunities to observe and touch 
their world through a variety of art 
media. Their natural curiosity can 
be encouraged by such experiences 
as finger painting. Here, the child's 
hands, arms, elbows, and shirt all 
get into the act. 
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2-4 Each environment encoun- 
tered offers new challenges in visual 
and tactile experiences. Space 1s 
limitless as the child extends her 
boundaries through the media of 
stick and earth. 








Intellectual Skills 

Intellectual development at the preschool—kindergarten stage 
is closely tied in with perception and motor development. The 
child should be encouraged to engage in activities that involve 
arranging, pounding, stacking, fitting, meeting, balancing, and 
marking. At the later end of this stage, each child will have 
formed concepts that will be continuously replaced through a 
search for what the world is like. Eventually, each child will 
arrive at a concept (schema) for every object experienced. 


Primary (First and Second Grade): 
Ages 5-7 


IDENTIFYING CHARACTERISTICS 


The world of the primary child places him at the center of 
things. It is an ego-centered world in which the child is the 
dominant figure. There are no correct proportions, and realistic 
imagery as the adult knows it does not appear. Clay figures may 
be nothing more than coils of clay joined together, but to the 
child, they may represent daddy, mommy, or himself. The most 
significant characteristic of this stage is that the child has estab- 
lished a relationship between himself and the world. Every 
experience is a new one. In his craft products, the child includes 
parts that are important and meaningful to him. He omits 
unimportant parts. There is little relationship between color 
selected and object represented. The child likes to play and 
pretend and to use his imagination. He approaches crafts acti- 
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vities intuitively, and does not stop to analyze. Children at this 
stage are instinctive designers and creators; they are excited 
about everything. 

All growth is sequential, implying that many stated objec- 
tives will overlap each level of growth. No particular child is 
typical of any defined skill level. There will be many individual 
differences depending on the temperament, intellect, environ- 
mental background, and maturity of the child. 

In Figure 2—5 the figure on the right shows the basic body 
schema. The “king and queen” on the left repeat the body 
concept. Through repetition of forms, the child gains mastery 
of the concepts he has learned. This drawing emphasizes per- 
ceiving with greater realistic accuracy. The rabbit’s feet in the 
background are significant, as they indicate shading of forms 
and the beginning of spatial depth. Interestingly enough, all 
parts of the drawing were completed at the same time. 


2-5 = Identifying characteristics in 
this drawing by a seven-year-old 
indicate a variety of growth levels. 
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SUITABLE CRAFT MEDIA AND PROCEDURES 
FOR AGES 5-7: EMPHASIS ON DISCOVERY 
AND EXPERIMENTATION 


Design: 
Design is intuitive and spontaneously expressive. Direct 
involvement with colors, shapes, textures, patterns, and 
lines. 


Paper: 
Initial paper cutting experiences: scoring, curling, gluing, and 
constructing. Fold and dye, paper mosaic, tissue-paper pic- 
tures, stuffed paper creatures, paper environments, paper 
masks and costumes, introductory collage. Papier-macheé 
projects such as one large group effort, maracas, simple ani- 
mals. 
Puppets: 
Paper bag puppets, paper cup or cereal box puppets, shadow 
puppets, finger and hand puppets, simplified ball and rod 
puppets, silhouette puppets, and pop-up surprise puppets. 
Dyes, tie-dye, and batik: 
Supervised dyeing experiences, tie-dyeing on a stick, crayon- 
resist tie-dye, initial binding techniques, painting on dyes, 
wax-resist eggs, substitute paste resist for batik, paper batiks. 
Yarns, needles, and cloth: 
Cloth collage “touch” pictures, easy burlap stitching, begin- 
ning stitches such as the running stitch, glued-on banners 
and flags, pillow pets and cloth dolls (glued closed), apple, 
corn husk, and yarn dolls, patchwork by gluing designs 
together on a backing, string or yarn pictures, yarn mobiles. 
Weaving and macrame: 
Cardboard and Styrofoam tray looms, weaving into cloth, 
paper weaving, fabric looms, spool and frame weaving, ojo de 
dios, introductory macrame knots and simple projects. 
Pottery and modeling: 
Nonhardening clay for spontaneous disposable projects; salt 
ceramic, baker’s clay, playdough, water-base clay; beginning 
pinch, coil, and slab methods; edible modeling media such as 
bread sculpture dough, glass cookies, pretzels, candy, cookie, 
and vegetable art; candy castles; holiday villages. 
Sculpture—constructing, carving, casting: 
Paper and box constructions (large and small); wood shapes 
for constructing sculptures, Styrofoam sculpture, introduc- 
tory model making, designing environmental spaces, wire, 
bone, and aluminum foil sculpture, mobiles and stabiles, toys 
such as optical spinners, tops, and kites, musical instruments, 
wood collage, stick or straw sculptures, eggshell, bean, and 
seed mosaics. 
Jewelry: 
Dip and dye, tissue paper, paper beads, corn husk, seed, 
string and yarn, found objects, aluminum, rings, clay and clay 


substitutes, wood, incised, shell, plastic, copper enameling, 
simple leather, button, beads, and spool jewelry. 

Drawing, painting, and lettering: 
Assorted papers to draw and paint on, crayons of various 
sizes and colors, charcoal, pencils, felt-tip pens that flow 
easily with intense colors, assorted paints such as poster and 
watercolor (brushes of assorted sizes and shapes), chalks, 
finger painting, words and pictures, words and messages, 
creative signatures, cartooning. 

Printmaking: 
Rubbings, rolling prints; plasticene, clay and stamping tools 
(stamped print); Styrofoam, soap block, plaster (relief print); 
cardboard on cardboard, glue on computer cards, cylinder, 
foam tape or foam sheeting (collage print); chalk, crayon, and 
paint stencil prints; monoprinting. 

Photography: 
Looking through the viewfinder, how to take photographs, 
simple camera parts, sun prints, photograms, blueprints, 
diazo or ozalid prints, painting on photographic paper, slide 
art, overhead light art, zoetrope art, drawing on film or 
filmstrips. 


PERFORMANCE OBJECTIVES 


Artistic and Perceptual Skills 

Emphasis should be placed on investigation through observ- 
ing, feeling, smelling, listening, and tasting by utilizing unusual 
approaches to discovery. Prisms, microscopes, telescopes, 
binoculars, magnifying glasses, and any other instruments or 
means that encourage new pathways for perception should be 
introduced in the classroom. Blindfold the children and have 
them identify things, or have them place paper over surfaces 
and rub them using a crayon. Provide opportunities to practice 
remembering through drawing what has been observed. Re- 
view such art elements as shape. Find basic shapes (rounds, 
squares,and triangles) in flowers, plants, animals, figures, birds, 
insects, and in man-made structures. Because children search 
for form concepts in all things experienced, provide motivations 
that emphasize figurative subjects, including people, dogs, 
trees, stores, and so on. Make your own enthusiasm so conta- 
gious that students will catch the spirit. Always encourage chil- 
dren to be original, inventive, and always do their own work. 
Emphasize success, and minimize the effect of errors, for they 
are part of learning. Keep the children’s welfare in mind always. 

Crafts making combines both tactile and visual experiences. 
Surface can be seen as well as touched. Children of primary age 
enjoy both visual and tactile experiences in creating with art 
media. They are ready to learn many things about art. Most 


2-6 Clay, through its plastic 
properties, offers a wide range of 
perceptual exploration and conceptu- 
al challenges. 
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2-7 Weavings by first-graders 
done on cardboard looms with only 
eight warps. Note the slits in the 
open weave, the wrapping, and the 


added beads. 


children of this age can identify such art qualities as the follow- 
ing: 


straight, curved, or diagonal lines 

lines that are long and short 

lines and shapes that are thick, thin, and irregular 

varieties of shapes (square, rectangle, circle, oval, triangle, and 
diamond) 

spaces filled with various marks, dots, and lines to create de- 
signs and patterns 

colors that are.bright, dull, dark, and light 

textural qualities (hard, soft, rough, or smooth) 


Manipulative Skills 

Select craft materials that will encourage a wide range of 
exploration in cutting, gluing, tearing, pasting, sewing, weav- 
ing, printing, sawing, painting, drawing, hammering, sanding, 
dipping, squeezing, pressing, and assembling. Some children of 
this age will have difficulty initially in learning the uses of tools, 
but patience will be rewarding for both the children and 
teacher. Discuss the manufacture of art tools: where they come 
from and what they are made of. Language is very important 
to children and aids them in analyzing art processes. (Don't 
forget to learn the “language” of each child.) Discuss also how 
tools are used in craft processes, as this is part of skill develop- 
ment. Provide time for repeated practice in learning to use tools 
and for discovering what can be done with craft materials. 
Children will grow in their craft thinking if they have ppor- 
tunities to utilize materials in many different ways. Through 
constant practice and “playing around” with materials, the chil- 
dren gain confidence and mastery in craft thinking and doing. 





Be sure also to provide different types of craft media for each 
medium, in order to offer different artistic challenges. 


Intellectual Skills 

Intellectual skills refers to the development of cognitive abili- 
ties, or the growth of concepts for all things experienced in the 
man-made and natural world. Intellectual growth can take 
place when children study about artists, art products, and the 
forms or subjects of their experiences. Intellectual growth con- 
cerns the reasoning aspects of crafts; it is the rational approach 
to things experienced. Crafts become the means by which intel- 
lectually understood concepts can be strengthened. That is, in 
the making of a figure, such as in clay, the child has to rethink 
what he has experienced and knows about figures. This factual 
knowledge concerning people, animals, plants, and such help 
the child to crystallize his thinking regarding what forms and 
things are like. For example, if the teacher would like the child 
to make a design of a bird, the child is unlikely to express a rich 
concept unless he has learned specific information dealing with 
the bird’s body parts, feathers, and some careful observation of 
the bird in flight. This enrichment of concept can be stimulated 
and accomplished in the classroom by various means, such as 
bringing live subjects to class for a close-up study, using mo- 
tion-picture films to present details through magnification and 
delayed-sequence photography, that are not observable with 
the naked eye, and using illustrations from magazines and 


books. 


Aesthetic Skills 

Looking at and taking about craft products and reproductions 
of pottery, metalwork, woodwork, leather,and the various 
crafts that relate to the child’s interest will help develop his 
aesthetic sense. Primary-age children like just about every- 
thing, including subjects such as food, the circus, storytelling, 
shape and color relationships, themselves, family activities, 
makebelieve, television heroes, and inventing imaginative 
forms. Encourage the children to discuss craft objects and to 
assist you in making class display arrangements. 

Spend time each week discussing the craft forms that artists 
make. Have the children bring to class something from home 
that they consider to be a beautifully crafted form, such as 
utensils, bowls, salad servers, place mats, clothing, toys or any- 
thing made by hand or machine. In discussing craft forms, 
encourage the children to give reasons why they feel or react a 
certain way about a specific craft form. Children should be 
made to move beyond the surface impressions in their thinking 
about aesthetics. 


Crafts for Children: 
Developmental Stages 
and Objectives 


edi 
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Intermediate (Third and Fourth 
Grade): Ages 7—9 


IDENTIFYING CHARACTERISTICS 


Children at these ages are growing into the sociocentric stage; 
that is, they are moving out of their own preoccupation with 
self to discovering that others in the class are equally exciting 
to be with and to share ideas with. There is a desire to be in 
groups, or gangs. Children of this age are cooperative and enjoy 
sharing with each other. They are also proud of their new 
abilities to comprehend and create and they are full of ideas. 
They are willing to listen to opposing viewpoints, like to share 
in planning, and need to know the importance of finishing an 
assignment. They like to practice skills, desire to excel in some- 
thing, and need their share of approval and attention. They are 
fully able to undertake assignments on their own, and they 
enjoy the sense of mastery in being independent. Their draw- 
ings and paintings may become less expressive, more rigid, and 
tighter because they perceive more details with increasing real- 
istic accuracy. Craft skills at this level are excellent means for 
keeping their creative spirit in full bloom. Many of the proce- 
dures —such as printmaking, sandcasting, papier-maché, weav- 
ing, and macrame—require sequential steps in order to be 
completed. 


SUITABLE CRAFT MEDIA AND PROCEDURES 
FOR AGES 7-9 


Design (study the following): 
The design elements as found in the environment; art: two- 
dimensional objects as well as three-dimensional objects, art 
heritage, unifying relationships, design motifs, design exhibit 
areas. 

Paper: 
Assorted weights for constructing, printing, papier mâché, 
collage, montage, masks, costumes, environments, mosaics, 
puppets and stuffed objects, fold and dye, message cards. 

Puppets: 
Paper bags, cloth, hand, sock, finger, cereal box, paper cup, 
papier-maché, vegetable and dough, apple head, rod puppets, 
shadow puppets, dancing puppets, simple marionettes (such 
as those made from Styrofoam or spools), pop-up surprise 
puppets, stage construction, integrating puppetry with script 
writing, expressive theater, math, social studies, literature, 
designing stage props, original music, production techniques. 


Dyes, tie-dye, and batik: 
Gathering and extracting vegetable dyes, exploring various 
binding knots, designs through all dyeing techniques such as 
block designs and bleach design, paper, cloth, batiks, substi- 
tute paste-resist batik, wax-resist eggs, batiks for clothes, 
lamps, and so on. 

Yarns, needles, and cloth: 
Design with cloth; learn basic stitches, stitch and beading on 
clothing, collage touch pictures, beads on cloth, glued and 
sewn wall hangings, banners and flags; cloth-stuffed dolls, 
pillow and pets; yarn, apple and corn husk dolls; patchwork 
quilting, (both glued and sewn) needlepoint, rug hooking, 
and cloth flowers; crocheting; yarn pictures and yarn and 
plastic mobiles. 

Weaving and macrame: 
Learning about textile materials, terms for weaving, various 
types of looms, including straw looms, frame looms, round 
looms, backstrap looms, free form weavings, flat circle looms; 
learn various weaving techniques, such as weave with beads, 
finger weaving, twining, braiding, spool weaving, frame 
weaving, ojo de dios, basket weaving, wrapping; combine for 
large wall hangings and sculptures, assortment of macrame 
cords and learn macrame knots, preplan designs or develop 
designs spontaneously once knots are mastered. Weave and 
macrame jewelry, clothing, belts, ties, lamps, handbags, and 
stuffed forms. 

Pottery and modeling: 
Continue experimenting; wedge, coil, slab construction, 
pinch, hand building techniques. Drape, texture, and com- 
bine ways of working. Build clay sculptures and larger forms. 
Learn glazing, tooling, and other decorating and finishing 
techniques; salt ceramic, baker’s clay, sawdust modeling, use 
nonhardening clay inventively, playdough. Build sculptures 
with edible modeling media—bread sculpture, glass cookies, 
pretzels, candy castle, holiday villages. 

Sculpture—constructing, carving and casting: 
Continue with previous procedures with added complexity; 
planning and building environments, design city and country 
spaces, architectural models, action toys, kites, musical in- 
struments, tile mosaics, wood construction, carving, wood 
textures, stick and straw sculptures, mobiles, stabiles, carving 
wax, gourds, plaster, plastic, soap, sawdust, casting wax can- 
dles, and plaster sculptures. 

Jewelry: 
Continue with previously mentioned processes; learn basic 
construction methods, cutting, shaping, assembling, and 
joining techniques; produce all multifunctional jewelry in- ER R reinvent: 
cluding plastic methods, metal forming, stamping, painting Developmental Stages 
and carving leather, and finishing procedures such as polish- e SEIERE 

ing and oxidizing metals. Cast, etch, and carve plastics. 33 
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2-8 Redefining materials into a 
fresh context can suggest new pos- 
sibilities and beginnings and 1s 
part of the creative process. 


Drawing, painting and lettering: 
Continue with all drawing and painting media. Experiment 
and learn techniques; design posters, murals, graphic design, 
layouts, matting, and exhibiting. Cartooning, advertising, 
calligraphy, moments in history, words and pictures, pictures 
in sequence, creative signatures, space designs, and lettering. 
Printmaking: 
All stamped prints, rubbings, roll prints, relief prints, collage 
prints, stencil prints, screen prints, and monoprinting. 
Photography: 
Viewfinder looking, taking pictures, the pinhole camera, take 
and develop a print, photograms, sun prints, negatives and 
sun prints; blueprints, diazo and ozalid prints, painting on 
photographic paper, painting on negatives; slide art, over- 
head light shows, moving pictures, the zoetrope. Drawing on 
film or filmstrips, film animation, planning films. 


PERFORMANCE OBJECTIVES 


Artistic and Perceptual Skills 

This is the time for teaching overlapping, spatial concepts, 
varying viewpoints, subtlety of color, and value ranges and to 
give more concentrated attention to the specifics of designing. 
Teach children of this age details of line, shape, pattern, texture, 
and color. Stress the skillful handling of craft media, and dem- 
onstrate the beginning steps in a lesson. Encourage the class to 
search for information in books, films, and television as well as 
by listening to others and by constantly maintaining a “sharp” 
eye. In drawing and painting, discuss such spatial aspects as 
horizon line and ways to see space in perspective. Demonstrate 





2-9 Puppetry ts cross-cultural 
and enjoyed by children throughout 
the world. 





how to shade. Discuss such principles of art as rhythm, propor- 
tion, repetition, and balance (see Chapter 3). Encourage aware- 
ness of the way things feel to the touch. Looking and feeling 
are the key words at this stage. Further the children’s sensitivity 
to the textural qualities of various surfaces such as earth, fur, 
brick, clay, sandpaper, eggs, and so on. Discuss their differences 
and similarities. Discover how to create textures with various 
craft tools. Practice discovery through touching, pounding, 
squeezing, and grasping. Plan new and exciting sensory experi- 
ences involving touching as well as smelling, listening, and 
observing. 


Manipulative Skills 

Group activities are helpful at this stage: planning a city 
(have each group of children design and construct with wood 
and hammer, or cardboard, the parts to the city); making pup- 
pets (children can sew, cut, stuff, string, and get involved ina 
variety of manipulative skills that will challenge their growing 
sense of awareness); carving with soap; cutting linoleum prints; 
shaping clay; developing photographic prints; building a 
wooden frame loom; scoring paper; stringing beads; and con- 
structing models. Activities such as macrame challenge children 
because of the dexterity and complexity involved. Provide 
manipulative activities that involve sanding, rubbing, gluing, 
pounding, pasting, twisting, knotting, weaving, and attaching. 


Intellectual Skills 

Teach children cognitive skills that deal with analysis, syn- 
thesis, and content, as well as the technical aspects of craft tools 
and media. In clay, study how glazes are achieved and what Crafts for Children: 
happens in the firing process. In photography, discuss the mai Stages 
workings of the camera and how prints are made. Discuss how it E 
furniture is joined. Learn the various joints by name. Study the 39 
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2-10 Pets are natural motivators 
that invite artistic expression. 
Bringing them into the classroom 

_ enables students to observe details 
at close range. The medium used 
here was charcoal. 


muscles and bones of the body. Discuss how they are necessary 
to the bending and operation of the body. Introduce such art 
terms as aesthetic, form, function, abstraction, and surrealism. The em- 
phasis here is on the analysis and definition of terminology. 


Aesthetic Skills 

Now is the time to bring guest artists into the classroom for 
discussion and questioning. Trips to artists’ studios and local 
galleries and museums are also in order. Cameras make good 
third eyes for students, for they open up vistas heretofore un- 
familiar. Discuss with your class various ways in which artists 
make crafts. Discuss how the artist uses various media, such as 
a camera, a brush and paint, or a lump of clay to make a 
beautiful form. Discuss such concepts as originality, unique- 
ness, and personal statement with craft media. Start a collection 
of art prints for the classroom. Collect as many visuals as possi- 
ble of natural and man-made forms, and also photographs of 
artists creating with media. Children need these reinforcing 
activities in order to build their art sense. Now is also the time 
to discuss what makes a craft product beautiful. Get children 
to verbalize their thoughts concerning art forms. 


Upper Intermediate (Fifth and Sixth 
Grade): Ages 9-12 


IDENTIFYING CHARACTERISTICS 


During this period there is a maturing in the students’ under- 
standing of art. By now they should have a working art vocabu- 











lary and a foundation for analyzing, discussing, and appreciat- 
ing various kinds of craft products. They are ready to study in 
more detail their art heritage and the relationships in art among 
and across cultures both past and present. Two types of student 
begin to emerge at this time. One is analytical, tending to visu- 
alize things and to mirror reality (the visual), whereas the other 
places an emphasis on feelings and inner direction regarding art 
forms and experiences (the haptic). Children enjoy working for 
longer periods of time on projects during this period. They also 
like their own feelings of independence. Children should be 
encouraged to pursue group as well as their individual interests. 
Students now experience social awareness: how bodies func- 
tion, war, smoking, community responsibilities, personal 
grooming, family relationship, pollution, social structures, dis- 
ease, and working toward the future. Now is also a good time 
to discuss the many and various careers that are possible in arts 
and crafts. 


SUITABLE CRAFT MEDIA AND PROCEDURES 
FOR AGES 9-12 


Design: 
The study of design (line, shape, surface, color, texture, size, 
space) as found in both organic and manmade objects; design 
study in clothing, furniture, houses, schools, personal spaces, 
city and town spaces; in arts and crafts objects, as part of our 
art heritage; using design to unify relationships and produce 
both two- and three-dimensional arts and crafts projects. 
Design cards, clothing, spaces, posters, exhibit areas, rooms 
for various uses (such as the library, laboratory, entries, land- 
scapes). Design utilitarian objects and forms for fun. 

Paper: 
Assorted weights, textures and patterned papers for painting 
and drawing, printing, papier maché, collage, montage, masks 
and costumes, building environments and spaces, mosiacs, 
puppets and stuffed sculptures, fold and dye, message cards, 
batiks, origami, kites, mobiles and stabiles, sculpture, toys, 
musical instruments, tissue paper pictures, jewelry, beads 
and found object jewelry, diazo, blueprint and photographic 
papers. 

Puppets: 
Paper bags (small fcr the hand, large to go over the body), 
cloth, socks, finger, cereal box, paper cup, papier mache, pop- 
up, Styrofoam ball, shadow puppets, vegetable and dough, 
apple head, marionettes (all kinds). Study and produce stage 
designs and construction. Integrate puppetry with speech and 
language, creative writing, expressive theater, math, social 
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38 studies, music, literature, history, space studies, poetry, holi- 


days, celebrations, television and other original productions. 
Crafts for the Classroom 


Dyes, tie-dye and batik: 
Gather and extract vegetable dyes, dye yarns, and cloth. Ex- 
plore various binding knots for tie-dye and other dyeing 
techniques such as block and bleach designs. Dye two or 
more colors, experiment with combining techniques. Produce 
batiks for clothing, banners, lamps, window shades, message 
card, wall hangings, jewelry, pillows. 


Yarns, needles and cloth: 

Design “touch” collage pictures with cloth; do decoupage 
projects with cloth on both two- and three-dimensional sur- 
faces such as round cannisters, shoe boxes, flower pots. Learn 
basic stitches and experiment with inventive stitches; stitch 
designs with yarns, threads, old jewelry, buttons, and beads 
on clothing, pillows, pillow pets, wall hangings, banners, 
flags. Design cloth stuffed dolls, yarn, apple, and corn husk 
dolls; design clothes for dolls. Produce quilting and patch- 
work projects, needlepoint, rug hooking, cloth flowers, cro- 
chet, string and yarn pictures, mobiles; design hats, costumes, 
and inventive jewelry. 


Weaving and macrame: 

Gather yarns of various weights, textures, and colors. Study 
textiles, terms for weaving, looms. Design and build original 
looms. Weave on straws, frames, round and backstrap looms, 
free form, branches and trees, bicycle frames, cylinder, and 
other inventive looms. Learn and experiment with the vari- 
ous weaving techniques as described; weave with fingers, 
beads, twining, braiding, spool weaving, frame, ojo di dios, 
basket (rag and yarn), wrapping. Combine weavings to build 
large wall hangings and sculptures. Collect assortment of 
macrame materials (such as cotton, jute, heavy yarns); learn 
macrame knots; preplan designs or develop designs as you 
knot. Weave and macrame jewelry, clothing, belts, bags, wall 
hangings, pot slings, ties, lamps, and sculpture forms. 


Pottery and modeling: 
Continue to learn and experiment with hand-building tech- 
niques such as wedge, coil, slab construction, pinch pots and 
sculpture. Learn clay terms. Drape, glaze, and texture clay. 
Experiment with finishing tools and decorative techniques. 
When possible, learn to “throw” or turn clay on a wheel. 
Build miniature environments and families with flat figures; 
animals and birds, flowers, butterflies, insects, and cars. Cre- 
ate inventive clay sculptures. Design clay mobiles, stabiles, 
hanging bell chimes, dishes, tiles, and jewelry. Design castles, 


buildings, and cities with clay. Help to fire the clay. Addi- 
tional modeling media: salt and flour for sculptures, puppet 
heads, marionettes, and dioramas; salt ceramic; baker’s clay; 
sawdust; nonhardening clay. Bake edible sculptures from 
bread, cookie, and pretzel dough. Build candy castles, Eskimo 
villages, holiday villages, and fanciful animals using cookies 
and frosting. 


Sculpture- constructing, carving and casting: 

Construct with boxes, papers, wood, plastic, foil, Styrofoam, 
metals, and clay. Plan and construct models as well as large 
environments, design city and country spaces. Redesign 
spaces such as home, school and city complexes. Build ar- 
chitectural models. Design action toys, kites, line design 
boards, spinners, tops, musical instruments, mosaics, wood 
collage, and constructions; carve with materials such as 
gourds, wax, soap, plaster, plastic, sawdust and cast plastic, 
plaster and wax. 


Jewelry: 

Continue with previously described processes. Experiment 
with design construction and joining such as cutting, shap- 
ing, and assembling. Learn jewelry terms. Design with paper, 
husk, seed, string, yarn, beads, found obiects, foil, rings, clay, 
salt ceramic, baker's clay, wood, shell, plastic, (by melting, 
carving, casting), metals, leather, and other jewelry materials 
as well as applying finishing procedures. 


Drawing, painting, and lettering: 

Experiment with and learn techniques using all drawing and 
painting media. Paint still lifes, mood pictures, surrealistic 
compositions, (collage). Paint on rocks, with sand, and on 
other surfaces. Emphasize how art today is used as communi- 
cation of ideas through advertising design, murals, posters, 
layout design, newspapers, magazines, calligraphy, cartoon- 
ing, lettering, words and messages, space designs, television. 
Design creative signatures, pictures in sequence, moments in 
history, inventive alphabets. 


Printmaking: 
Use rubbings off surfaces, roll prints, stamp prints with var- 
iety of media, relief prints with all media, collage prints with 
all media. Stencil prints, screen printing, monoprinting, and 
linoleum printing. 
Crafts for Children: 


Photography: Developmental Stages 


Design through the viewfinder; relate picture-taking to the and Objectives 


expression of ideas and to other curriculum areas such as 39 


40 poetry, science. Learn photography terms. Construct a pin- 
hole camera; learn parts of a camera. Discuss the importance 
of the camera today as well as the effect it has had on art in 
general and how it influenced history. Design a darkroom and 
develop prints. Make photographic images without a camera, 
such as with photograms, sun prints, negatives, copying ma- 
chines, diazo prints, blueprints, painting on sensitized paper, 
painting on negatives. Learn how and where to mount them. 
Produce slide art, overhead light shows, moving picture 
procedures such as the zoetrope, drawing on film and 
filmstrips, and planning storyboards for film animation. 


Crafts for the Classroom 


PERFORMANCE OBJECTIVES 


Artistic and Perceptual Skills 
Emphasize originality and uniqueness of thought in forming 
ideas and working with craft media. Stress composing and de- 
signing craft forms. Practice the interrelationship of the arts in 
the classroom: unite art, music, dance, drama, and writing with 
history, literature, and language curricula. Practice perceptual 
activities involving scents, sounds, colors, light, textures, touch, 
movement, and vision. Work out lessons and activities that 
involve the student in perceptual activities. For example, blind- 
fold students and have them feel many different objects; then 
have the students open their eyes and draw their impressions 
of what they felt, or have them redefine the images in clay or 
other modeling media. Another technique to use when dealing 
with the senses is to have the class make rubbings with crayons 
and paper over surfaces and then to combine the transferred 
images into a composition. Encourage the children to observe 
, patterns and shapes in nature: flowers, trees, hills, and shadows; 
spatial art concept that challenges l ; ee l 
cach student's realistic and abstract amd in man-made things: fabrics, buildings, and furniture. Have 
init them also create new patterns from their imaginations. Craft 
growth occurs when one works at it. 

Practice art concepts dealing with spatial visualization. Such 
concepts would include perspective, vanishing distances, ob- 
jects and sculpture in the round, designing environments, ar- 
chitectural models, maps and city planning, and both realistic 
and abstract variations on space. 


2-11 The illusion of depth is a 
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Manipulative Skills 

Students should learn how to proceed with a variety of craft 
tools and materials: hammers, saws, chisels, watercolors, leather 
tools, clay, wood, papers, construction materials, and so forth. 
They also need many opportunities to practice their skills. 
Through continual practice in handling tools and materials in 





craft experiences, the student is able to refine his sensitivity to 
aesthetic form. Developing positive lifelong attitudes about art 
and beauty sets the stage for the rest of one’s life. Through 
practice with craft media, greater understanding of techniques 
occurs, as Well as the ability to express personal ideas aestheti- 
cally. 


Intellectual Skills 

Further enrich concepts for art terms, artists, art as heritage, 
folk art, art history, and art media in order to develop an art 
vocabulary that permits the student to converse on an intelli- 
gent level. Encourage students to give and develop reasons for 
the aesthetic choices that they make. Have students select an 
artist, or a period in art history, do detailed research into the 
background of their subjects, and then present a report on their 
research to the class. The emphasis here is on the students’ 
investigative and analytical abilities. 


Aesthetic Skills 

Art appreciation can involve learning about artists, art works, 
tools, art vocabulary, and our art heritage through a study of art 
history and cultures. Students can learn to make value judg- 
ments concerning works of art. With this in mind, the class can 
develop an art center, where visual media can be maintained for 
use in discussing art forms as well as for motivating the forma- 
tion of new ideas in craft media. At this level of his develop- 
ment, the student needs to be challenged extensively, for he is 
ready to learn about art as subject content as well as expressive 
activity. 
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2-12 Discovering our world re- 
guires continuous perceptual and 
cognitive involvement. The crystali- 
zation of creative energy comes 
when we practice perceiving details, 
thinking, and feeling. 


Crafts for Children: 
Developmental Stages 
and Objectives 


Al 


Summary 


IDENTIFYING 
CHARACTERISTICS 


. First time around ex- 
periences for all chil- 
dren. 

. All children begin art 
growth by scribbling. 

. Scribbling stage moves 
from uncontrolled to 
“naming” in four de- 
velopmental steps. 

. Children in kindergar- 
ten move from scrib- 
bling into first 
representations for 
figure, house, tree, and 
the like. 

. Child is at the center 
of things where he is 
the dominant figure. 

. There are no correct 
proportions, and ob- 
jects do not appear rea- 
listically in the child’s 
artwork. 

. Children are open to 
all experiences and 
willing to try new 
things. 


42 


PERCEPTUAL 


Visual Skills: 


1. Incorporate experiences 


that involve the child 
in looking at natural 
and man-made forms. 
Emphasis on discovery 
through observation , 
and noticing the details 
of things. Key words 
here are searching, pur- 
suing, seeking, and dis- 
covering. 


. Constant encourage- 


ment of the child. Es- 
tablishment of 
success-oriented experi- 
ences. 


Tactile Skills: 


I 


Emphasis on learning 
how things feel 
through touch. 


. Detecting differences in 


tactile discrimination 
through comparisons. 


. Discovering similarities 


in touch. 


Listening Skills: 


1. 


Emphasis on discovery 
through listening to 
people, animals, and to 
natural and man-made 
sounds. 


. Flooding the child with 


continual opportunities 
to utilize his senses in 
order to take in data 
and to spark his learn- 
ing receptors. 


Emphasis at this stage 
on the full awakening 
of one’s potential 
through complete intel- 
lectual, sensory, and 
artistic stimulation 
through the fullest uti- 
lization of the senses. 
This builds the founda- 
tion for art. 


ARTISTIC 


Manipulative Skills: 


a 


Emphasis on tools that 
present uninterrupted 
movement such as felt- 
tip pens and crayons. 
Painting encourages 
large-muscle move- 
ments. 


. Encourage working 


with a variety of crafts 
involving sanding, rub- 
bing, weaving, bending, 
modeling, shaping, 
pasting, and the like. 


Production Skills: 


1. 


Experiences in making 
art forms that are 
unique to the child’s 
expression and con- 
cepts. 


. Emphasis on a variety 


of subject matter and 
discovery experiences 
that lay the foundation 
for personal creative 
expression. 


. Opportunities to work 


in both two-and three- 
dimensional media. 


. Encourage the child to 


complete his work and 
to experiment as much 
as possible; do not in- 
terfere with the child 
as he works. 


Crafts Curriculum A—Preschool—Kindergarten: Developmental Characteristics and Sequential Objectives 





INTELLECTUAL 


. Emphasis on oppor- 


tunities for the child to 
compare, relate, anal- 
yze, synthesize, and 
play around. 


. Learning the names of 


flowers, plants, trees, 
mechanical things, peo- 
ple, clouds, vegetables, 
and the like. 


. Naming simple tools, 


learning colors, discov- 
ering craft media, put- 
ting things together, 
and taking things apart. 


. Inventing simple games 


on the spur of the mo- 
ment to challenge the 
child and keep him at a 
state of alertness and 
primed for further dis- 
covery. 


AESTHETIC 


Art Looking: 

1. Experiences in looking at pictures 
and crafts of various types. 

2. Combine looking with discus- 
sions at the child’s level of 
thinking. 

3. Subject matter should be of in- 
terest to the child, such as food, 
circus, work and play, self-image, 
body parts, make-believe, televi- 
sion, books, fantasy, and imagi- 
nation. 


Art Heritage Skills: 

1. Learning how various cultures 
contributed to America’s growth. 

2. Learning that art heritage begins 
with sharing one’s own artwork. 


3. Discussing art made in the past 
(“olden days’’) 


Art Judgment Skills: 

1. Emphasis on making aesthetic 
choices and telling why. 

2. Choosing beautiful things in na- 
ture and of man and talking 
about it. subjects can be clouds, 
machinery, stars, fruit, trees, cars, 
planes, pebbles, anything. 


CREATIVE AND EXPRESSIVE 


. Continual encouragement to put 


down ideas with art media. One 
must scribble in order to grow. 


. Emphasis on an uninterrupted 


flow of scribbling experiences 

permits the child to gain fluidity 
and ease in controlling and vary- 
ing his use of appropriate media. 


. Mastery of movement through 


repeated opportunities to model 
and make marks over and over. 


. Continual giving out of informa- 


tion previously taken in. 





EVALUATIVE 


Perceptual Growth: 

1. Does the child scribble freely 
and without interruption? 

2. Does the child cover the entire 
space? 


Intellectual Growth; 

1. Does the work indicate richness 
of flow and detail? 

2. Does the child concentrate? 

3. Does the child talk about his 
work? 


Artistic Growth: 

1. Is there a feeling for design? 

2. Are the spaces well filled? 

3. Are proportions intuitively felt? 


Aesthetic Growth: 

1. Does the work show harmonious 
organization? 

2. Does the child know colors? 

3. Can the child handle the media? 


Creative and Expressive Growth: 

1. Is the work forceful? 

2. Does the child say something 
unique in his work? 

3. Is the child eager and enthusias- 
tic? 
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Summary 


Crafts Curriculum B—Primary: Developmental Characteristics and Sequential Objectives 


10. 


1r 


IDENTIFYING 
CHARACTERISTICS 


. Open and spontaneous 


expression. 


. Perceptually aware and 


ready to learn. 


. All experiences based 


on emotional aspects of 
reality. 


. Search for concepts for 


all things experienced. 


. Representation of 


forms by geometric and 
linear symbols in 
child’s art. 


. Repeats forms over and 


Over to gain mastery. 


. Searches for definitive 


ways to express con- 
cepts. 


. Exaggerates important 


parts and omits unim- 
portant parts. 


. Works intuitively 


without critical anal- 
ysis. 

Is an instinctive de- 
signer and creator. 
Enjoys pretending and 
using imagination. 
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PERCEPTUAL 


Visual Skills: 


1. 


Intense experiences 
through keen observa- 
tion of all aspects of a 
form. 


. Differentiating textures, 


colors, shapes, and b5 
lines of natural and 
man-made forms. 


. Practicing recall of 


visual experiences 
through verbalization 
and craft making. 


. Detecting contrasts and 


similarities between 
forms observed. 


Tactile Skills: 


IL 


Differentiating between 
surfaces through touch- 
ing, pounding, squeez- 
ing, and grasping. 


. Experiencing by touch 


and verbalizing the 
differences between 
soft, hard, furry, slip- 
pery, rough, smooth, 
sticky, and the like. 


. Reinforcing tactile dis- 


covery through craft 
making in clay, wood, 
fabric, paint, paper, 
leather, and plastic. 


Listening Skills: 


i 


Differentiating sounds 
in nature: rain, ocean 
waves, wind in trees, 
birds singing. 


. Differentiating sounds 


of man-made things: 
motors, machinery, 
whistles, telephones, 
radios. 


. Practicing sensory dis- 


covery through smell: 
apples, berries, citrus, 
peaches, hayfields, be- 
aches, forests, leather, 
candy, bread. 


ARTISTIC 


Melak Skills: 


a 


Develops skill in han- 
dling tools and materi- 
als: cutting, pasting, 
connecting, joining, 
folding and bending, 
constructing and mod- 
eling; discovering cray- 
ons, inks, pens, 
charcoal, pencils, paint, 
brushes, pastels. 


Production Skills: 


1. 


Understands differences 
in size and shape of 
forms. 


. Identifies shapes: 


square, rectangle, trian- 
gle, circle, irregular. 


. Identifies colors: pri- 


mary, secondary, varia- 
tions. 


. Arranges: balancing, 


spacing, overlapping. 


. Uses contrasting val- 


ues: bright-dull, light- 
dark, rough-smooth. 


. Discovers what line 


can do. 


. Emphasis on following 


through to completion. 


. Searching for ways to 


express one’s ideas in 
an aesthetic manner. 


INTELLECTUAL 


Concept Skills: 


1. 


10. 


Emphasis on experi- 
ences that encourage 
children to analyze, de- 
scribe, identify, classi- 
fy, and enrich concepts. 


. Enrich active knowl- 


edge for figure, animal, 
natural forms. Enrich- 
ment of concepts 
through working with 
clay, carving, drawing, 
and painting; craft ex- 
periences. 


. Emphasis on learning 


body parts of figures, 
animals, birds, and 
plants. 


. Study of natural forms 


such as trees, flowers, 
rocks, sky, sun, moon, 
and stars. 


. Study in detail of man- 


made things including 
computers, typewriters, 
farm machinery, au- 
tomobiles, and houses. 


. Building an active 


vocabulary for enrich- 
ment of concepts for 
all things experienced. 


. Developing rich con- 


cepts for use of art 
tools, art vocabulary 
including colors, 
shapes, and textures. 


. Identification with ob- 


jects and their work- 
ings. 


. Enrichment of spatial 


concepts such as base 
line, overlapping, X-ray 
pictures, and fold-over 
pictures. 

Enrichment of con- 
cepts that refer to 
working with others as 
well as working in- 
dividually. 


— OO 


AESTHETIC 


CREATIVE AND EXPRESSIVE 


EVALUATIVE 


a a ee eee 
Art Looking Skills: 


1. 


Ze 


Recognizing expressive qualities 
in art forms. 

Building a vocabulary of art 
looking terms. 

Discussing art terms such as line, 
shape, color, shading, and the 
like. 


. Understanding different types of 


art forms such as sculpture, pot- 
tery, metalwork, and printmak- 
ing. 

Discovering craft forms in the 
environment such as in appli- 
ances, furniture, clothing, and the 


like. 


. Searching for aesthetic forms in 


nature and in man-made things. 


Art Heritage Skills: 


1. 


Ar 
1 


Learning the crafted forms of 
past cultures, such as Greek pot- 
tery, Aztec jewelry, African 
weaving, and Eskimo carving. 
Studying cultures as they relate 
to American heritage, including 
European backgrounds: Renais- 
sance painting, Medieval cathe- 
drals, French Impressionism; 
Mexican, American Indian, Ori- 
ental, and African ties our past. 


t Judgment Skills: 


. Identifying aesthetic qualities in 


craftwork, including observations 
dealing with textures and sur- 
faces, contrasts, and composition- 
al aspects. 


. Verbalizing about craft products, 


explaining why one makes 
choices dealing with aesthetic 
judgment. 


N 


a 


. Developing originality in one’s 


craft expression. 

Building personal expression. 
Using expressive qualities such as 
happiness, sadness, mystery, and 
imagination. 

Using a variety of subject matter. 
Expressing ideas in multiple 
ways. 


. Practicing personal expression 


through constant performance in 
craft media. 

Using materials in inventive 
ways. 

Sharing creative thinking with 
others. 

Opportunities to discuss, inter- 
nalize, and examine one’s creative 
efforts. 


Perceptual Growth: 


1. 


2 


3. 


Does the child know differences 
and similarities in color, texture, 
line, shape, and form of craft 
products? 

Does the child indicate visual 
and tactile evidence in his work? 
Does the child use other than 
geometric forms? 


Intellectual Growth: 


1. 


2 
2: 


Does the child’s artwork show 
rich detail? 

Is the work finished? 

Can the child recall experiences 
in detail through verbalization? 


. Are the concepts for ideas ex- 


pressed adequately? 


. Is there variety in the subject 


chosen? 


Artistic Growth: 


E 


2 


3. 


Are craft tools and materials 
used with dexterity? 

Does the work show experimen- 
tation? 

Is improvement in design concept 
indicated? 


Aesthetic Growth: 


1 


Ze 


Does the child use art terms to 
describe works of art? 

Does the child know the names 
of artists and some of their 
works? 


. Does the child know some art of 


the past? 


Creative and Expressive Growth: 


L 


2 
S. 


Are the ideas original and 
imaginative? 

Are personal feelings indicated? 
Does the child work alone and 
with the group? 
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Summary 


Crafts Curriculum C—Intermediate: Developmental Characteristics and Sequential Objectives 








IDENTIFYING 
PERCEPTUAL ARTISTIC INTELLECTUAL 
CHARACTERISTICS 
1. Students growing out Visual Skills: Manipulative Skills: . Provide cognitive ex- 


of egocentric into soci- 
ocentric stage. 

2. Able to work more in- 
dependently with in- 
creasing attention span. 

3. Interested in each oth- 
er, helpful, cooperative. 

4. Full of ideas, interested 
in events around them. 

5. Need their share of ap- 
proval and attention, 
but willing to listen to 
opposing viewpoints. 

6. Like to practice skills, 
and to excel in some- 
thing. 

7. Like to share in the 
planning. 

8. Strongly social, with 
need for belonging and 
to be like their friends. 
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1. Practice in distinguish- 
ing subtle differences 
and similarities in color 
changes, textures, and 
the refinement of posi- 
tive and negative ‘ 
shapes. 

2. Practice in expressing 
visually one’s increas- 
ing awareness of the 
natural and man-made 
world. 

3. Practice heightened 
visual perception 
through making in- 
creasingly acute dis- 
tinctions between 
forms in terms of their 
aesthetic properties. 

4. Practice verbal recall of 
visual impressions. 


Tactile Skills: 

1. Looking and feeling are 
two ways to discover 
texture or the surface 
of things. 

2. Practice textural dis- 
covery through texture 
walks and touch pic- 
tures. 

3. Further texture insights 
through discriminating 
between the tactile 
properties of brick 
walls, fabric, clay, 
earth, sandpaper. 

4. Discover how to create 
textures with various 
art tools such as pens, 
brushes, and clay tools. 


1. Practice refinement in 
the use of craft tools 
and materials for weav- 
ing, stitching, knitting, 
applique techniques, 
printmaking, ceramics, 
jewelry, and leather. 

2. Practice in the develop- 
ment of individual 
techniques of mastering 
various craft tools. 


Production Skills: 

1. Practice constructing in 
both two and three di- 
mensions. 

2. Practice making aes- 
thetic choices in the 
way parts are assem- 
bled. 

3. Work both independ- 
ently and with the 
group. 

4. Work toward creating 
effective results in col- 
or, value, surface, join- 
ing, and forming. 

5. Engage in group artistic 
activities that include 
murals, puppet shows, 
dramatic plays, cos- 
tume making, mobiles, 
light shows, and group 
sculpture. 


periences in looking at 
objects. Study propor- 
tion, relationships of 
parts in creating de- 
signs, figures, animals, 
and the like. 


. Encourage spatial 


growth through study 
of horizon line, per- 
spective, and points of 
view. 


. In clay, study how 


glazes are formulated 
and what happens dur- 
ing the firing process. 


. In photography, study | 


the principles of the 
camera and how prints 
are made. 


. Encourage subject 


study, such as learning 
and classifying the 
parts for insects, plants, 
animals, and man-made 
objects. 


_ Practice skills in learn- 


ing names of craftsmen 
and their artwork. 


. Learn the names of 


various art and craft 
tools. 


. Encourage “collecting” 


hobbies that allow for 
classifying, organizing, 
analyzing, arranging. 
This includes bottles, 
butterflies, stamps, 
coins, cards, and adver- 
tising items. 


AESTHETIC 


Art Looking Skills: 


1. 


Continued work on art vocabu- 
lary. 

Understanding of the purposes of 
art. 


. Visits to art galleries, museums, 


artists’ studios. 

Identification of craftsmen in 
various fields including potters, 
weavers, sculptors, photogra- 
phers, leather craftsmen, and in- 
dustrial and graphic designers. 


Art Heritage Skills: 


Ly 


Learn the resource material for 
art history and appreciation in- 
cluding books, films, prints, and 
slides. 

Learn the contributions of artists 
of various ethnic groups and 
their place in American culture. 
Learn the place of artists in so- 
ciety and in one’s community. 


Art Judgment Skills: 


1. 


Practice perceiving and describing 
artistic forms in terms of tech- 
niques and expression. 

Learn to define the meaning of 
art and the value of one work of 
art in ccmparison to another. 
Compare works of art of various 
styles that deal with similar sub- 
jects. 


. Learn how knowledge of design 


and art principles aids one in 
making judgments of craft works. 


CREATIVE AND EXPRESSIVE 


. Encourage individual art expres- 


sion with emphasis on originality 
and uniqueness. 


. Learn a variety of crafts and how 


each requires its own expression. 


. Learn to express ideas in various 


ways. How many ways can one 
idea be expressed? 


. Practice expressing ideas from 


more than one point of view. See 
ideas in new contexts. 


. Relate crafts to other subject 


areas such as science, social stud- 
ies, music, dance, and literature. 


. Provide a continuation of expres- 


sive objectives from primary lev- 
el. 


EVALUATIVE 


Perceptual Growth: 


T: 


U 


Is the child aware of the horizon 
line? 

Does the child think in terms of 
proportions and size differences? 
Does the child see differences 
between organic and man-made 
shapes? 


. Does the child create craftwork 


in a variety of ways? 


Intellectual Growth: 


a 


Does the child include many de- 
tails in his work? 


. Is there evidence of artistic dis- 


covery, such as color composition 
and visual relationships? 


. Does the child use techniques to 


express specific ideas? 


Artistic Growth: 


te 
Ze 
3 


Is the work free from inhibition? 
Is the work creative and original? 
Does the work indicate artistic 
skill in using tools? 


. Can the child work independent- 


ly? 


. Can the child discuss his work in 


artistic terms? 


Aesthetic Growth: 


1. 


2 


Does the child distribute the 
parts of his work harmoniously? 
Is there a relationship between 
form and purpose? 

Can the child express judgment 
preferences? 

Does the child know various 
craft media and how they are 
used? 


Creative and Expressive Growth: 
1. Is there a sequential growth de- 


2r 


velopment evident in the work? 
Is the work uniquely personal? 


3. Is the work said fully and well? 
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Summary 


IDENTIFYING 
CHARACTERISTICS 


. Some students are 
more analytical (visual 
thinkers). 

. Some students are 
more imaginitive (hap- 
tic thinkers). 

. Most fall between 
these two dominant 
trends. 

. Greater degree of con- 
centration and working 
time expended. 

. Student has greater so- 
cial awareness, includ- 
ing how bodies 
function, drugs, war, 
smoking, community 
responsibility, personal 
grooming, family rela- 
tionships, social struc- 
tures, disease, and 
working toward the fu- 
ture. 

. Desire to learn more 
about how art relates 
to life, nature, and his- 
tory. 

. Desire to express these 
ideas in art products. 

. Interest in designing 
clothing, cars, planes, 
furniture, homes, and 
community spaces. 

. Enjoys producing craft 
objects that are 
utilitarian. 
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PERCEPTUAL 


. Increasing level of 


visual discrimination in 
perceiving nuances of 
color, value, surfaces, 
and composition. 


. Ability to compare and 


discuss three-dimen- 
sional with two-dimen- 
sional forms. 


. Understanding of over- 


lapping planes, varying 
points of view, position 
and size changes, and 
three-dimensional 
space. 


. Awareness of the look 


and feel of surfaces. 
Ability to discriminate 
between subtle nuances 
of texture as surface. 


. Emphasis on the har- 


monious unity of per- 
ceiving, thinking, and 
feeling. 


. Constant experiences in 


verbalizing, producing, 

evaluating, and judging 
ones work and that of 

others. 


ARTISTIC 


Manipulative Skills: 


E 


Increasing competency 
in the handling of one 
or more art media. 


. Knowledge of and abil- 


ity to handle both craft 
and two dimensional 
media well, including 
weaving, macrame, 
printmaking, papier- 
mâché. 


Production Skills: 


1. 


Emphasis on pursuit of 
various avenues of ex- 
pression. 


. Understanding of art 


media and how to use 
it to express ideas. 


. Development of per- 


sonal approaches and a 
sense of understanding 
of how others work. 


. Learning to use both 


imaginative and obser- 
vational skills in art 
media. 


. Learning to draw on 


various sources for in- 
spiration such as actual 
objects, places, books 
and films. 


. Explain or relate art 


skill to other subjects 
such as history, litera- 
ture and plays. 


. Understanding of art 


elements of line, shape, 
color, texture, space. 


. Comprehension of com- 


position and putting 
form together, using 
harmony, balance, 
space, and rhythm. 


Crafts Curriculum D—Upper Intermediate: Developmental Characteristics and Sequential Objectives 


INTELLECTUAL 


. Emphasis on discussion 


that involves cognitive 
processes dealing with 
visual recall of paint- 
ings, sculpture, and 
craft objects. 


. Ability to discuss art 


movements of the past 
and present and to re- 
late art to present cul- 
ture. 


. Study of form and 


function in relation to 
art designing. 


. Enrichment of all art 


concepts dealing with 
art heritage and aes- 
thetic judgment. 


. Explanation of new 


ideas about crafts to 
expand one’s mental 
horizons. 


= » 
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AESTHETIC 


Art Looking Skills: 


1. Knowing the difference between 
art forms, such as batik, weaving, 


tie-dye, woodblock print, silk- 
screen. 

2. Discussion of classwork. 

3. Development of collections of 
“discovered” craft forms in art 
and in all things. 


4. Learning what to look for in art 


forms including surface, shape, 
color, unity, and harmony. 


Art Heritage Skills: 


i. Understanding of major historical 


movements in our history: Ren- 
naissance, Baroque, Impression- 
ism, Cubism. 


2. Study of cultural backgrounds in 


arts and crafts including, Mexi- 


can, African, European, Chinese, 


Japanese, American Indian. 


Art Judgment Skills: 


1. Discussion of works of art, using 
contemporary terminology of art. 
2. Learning to express adequate rea- 


sons for making comparisons of 
works of art, both written and 
oral. 


3. Perceiving the beauty of forms in 
the natural and man-made world. 


CREATIVE AND EXPRESSIVE 


Creative Skills: 


I; 


UI 


Expressing same ideas in many 
forms, including crafts, drama, 
music, literature, and history. 
Organizing form thoughtfully in 
unique ways. 

Expressing one’s ideas in a 
unique way. 


. Completing assignments and 


working cooperatively. 


. Using materials flexibly. 
. Continually practicing one’s art 


through working in expressive 
media. 





EVALUATIVE 


Perceptive Growth: 


i 
Ze 


> 


4. 


Is the child usually observant? 

Is the child perceptually sensi- 

tive? 

Does he use his ears, eyes, and 
touch to perceive in detail? 

Is the child continually seeking 
to discuss new ideas and things 
through searching? 


Intellectual Growth: 


1. 


Ze 


Is there a richness of concept for 
forms expressed? 

Does the child have a solid grasp 
of such terms as abstraction, expres- 
stonishc, and cubism? 


Artistic Growth: 


r: 


2: 


3, 


Are art tools handled with a 
measure of skill? 

Is there evidence of improve- 
ment? 

Is the child able to synthesize, 
line, shape, and give texture, col- 
or, and form to his artwork? 


Aesthetic Growth: 


as 


Can the child name various 
craftsman and artists both past 
and present? 

Can the child discuss reasons for 
his decisions in creating his own 
artworks as well as those of oth- 
ers? 


. Is the child familiar with ter- 


minology for making works of 
art? 


Creative and Expressive Growth: 


1; 


Ze 


Does the child work openly and 
freely? 

Does the child have unique ideas 
and approaches? 

Does the child complete his work 
and follow through in art assign- 
ments? 


. Does the child state his ideas 


with original thought? 
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Crafts for the Classroom 


Crafts for Exceptional Children 


Craft experiences help the exceptional child to stay within 
the mainstream of classroom learning. The exceptional child, 
whether for intellectual, physical, or emotional reasons, does 
not receive the maximum advantage from the existing school 
curriculum. For this child, special programs must be planned to 
fit his specific needs. 

In the following sections, the classroom teacher is aided in 
identifying the:special child, and the more general forms of art 
expression that are typical of the exceptional child. Suggestions 
for motivating, and for suitable art material, also are made. The 
areas that follow have been randomly organized; all are equally 
significant. (See Color Figure 3.) 


CRAFTS FOR THE MENTALLY HANDICAPPED 


As one teacher said, “The mentally handicapped child is the 
same as any other child, only he needs a little more time, pa- 
tience, and understanding.” The handicapped child develops in 
the same manner as typical students, but at a slower rate. Most 
children base their art expression on real-life experiences, but 
the child who has difficulty relating himself to the world in 
which he lives will have art ideas that deal with small, intimate 
events of personal involvement. 

The handicapped child has had a great deal of frustrating, 
failure-oriented experiences. Many times he has not been en- 
couraged to use his own initiative. Because of this, he develops 
feelings of inadequacy, has little patience and a short attention 
span, and often throws his art away. He is easily influenced by 
the ideas of others and very often would much rather copy a 
pattern than depend on his own art resources. He has little 
interest in academic studies and does not function well socially. 

This child benefits greatly in a program planned for small 
groups that permit teaching on a one-to-one basis. He is highly 
self-critical and requires constant supervision. He often can 
understand the initial steps in an art problem but loses interest 
and does not listen to the whole process. As a result, he tends 
to make mistakes and feels frustrated and unable to complete 
the project. Careful guidance is necessary. The child must be 
provided with opportunities to solve problems that he is capa- 
ble of solving. The teacher should plan success-oriented pro- 
jects, whose procedures are simple. These should include 
repetitive steps and processes that lead to a complete product. 
Because the child often experiences difficulty with manipula- 
tive skills, simple tools and materials should be used with ade- 
quate, clear explanations of procedures and expectations. 

The most significant teaching strategy for dealing with men- 





tally handicapped children is to build an attitude of success and 
self-confidence in helping them to achieve what they are capa- 
ble of achieving. Success can come through patience, reinforce- 
ment of repetitive skills, and constant encouragement by peers 
and teacher. 


Characteristics of Art Expression 

The handicapped learner has a poor concept of his body. He 
has difficulty with size and in sorting and fitting things 
together. He may have difficulty with color, shapes, and tex- 
tures. Some students have poor eye-hand coordination and 
motivations that encourage manipulation of materials can help 
their development. The handicapped child has difficulty with 
figure-ground discrimination. Art motivations that enable the 
child to distinguish foreground from background help develop 
other related performances such as sequence of letters, reading 
in place, locating places on a map, and locating objects. Many 
times his space and size relationships are broken and unrelated. 
Motivations that deal with relating the child to his space are 
important. Drawing two or more objects in relation to each 
other in space and relating these objects to oneself can help 
develop spatial awareness. 


Motivations and Art Media 

Crafts helps develop eye-hand coordination. The same 
materials and tools are used as for the normal child, but more 
time is allowed and instruction is repeated if necessary. One- 
to-one guidance is given where possible. Through craft pro- 
jects, work toward the following: 


1. Motivations should deal with foreground-background dis- 
crimination. 

2. Motivations should enable the student to distinguish ob- 
jects in space and to relate these objects to himself. 

3. Perceptual discrimination skills should be developed. These 
are developed by size relationships, sorting objects, and 
placing objects in sequential order. 

4. Size relationships can be encouraged through constructing 
and building experiences, relating one object to another. 
This is developed by comparisons such as large, small, and 
middle. 

5. Shape relationships can be encouraged through selecting 
and reproducing squares, circles, and triangles. Find these 
shapes in the child’s environment in flowers, trees, and 
houses. 

6. Sorting objects can be encouraged through selecting beads, 
rocks, and colors; relating textures (such as in cloth) devel- 
ops perceptual discrimination. 

7. Placing objects in sequential order is a very important 
learning skill. The crafts that develop this skill include 


Crafts for Children: 
Developmental Stages 
and Objectives 
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Crafts for the Classroom 


weaving (over-and-under skill), beading (for a necklace), 
and sewing (placement of sequential stitches). 

8. Spatial relationships should be developed—seeing two or 
more objects in relation to each other in space. These activi- 
ties help develop good spatial relations: printmaking, peg- 
board designs, model building, and drawing relationships 
of size, weight, and quantity. A student indicates his self- 
awareness of time and space in this example: He saw an 
airplane flying overhead and said “hello” to it. He was very 
disappointed because it didn’t say “hello” back. He could 
not understand why. 

9. Drawings, stories, and social situations should be talked 
about and interpreted. Details should be encouraged. Build 
up the student’s ability to tell a story or draw a picture. 

10. Crayons, felt-tip pens, colored chalk, paint, and scissors are 
important tools for manipulation. Provide instruction on 
how and where to mix paints or soon all the jars will have 
mixed colors. Cutting is important because it helps motor 
control—a given line must be followed. 

11. Clay experiences, building with hammer and nails, and 
painting with finger paint are very good for releasing inner 
tensions. 

12. Other excellent areas that will develop dexterity include 
puppets; papier-maché; cardboard box construction; card- 
board design construction; wood construction; the assem- 
bling of corks, spools, brightly colored pieces of burlap, felt, 
yarn, and scraps of cloth with blunt embroidery needles 
and plasticene. 


Many craft skills are later incorporated into careers for these 
students; they will be using three-dimensional materials and 
related skills in making their living by using their hands. 


CRAFTS FOR THE EMOTIONALLY 
HANDICAPPED CHILD 


When a child is emotionally handicapped, his relationship 
within and to his environment often is altered, depending on 
the degree of his handicap. Each child should be approached 
individually and encouraged to utilize as many materials and as 
many techniques as he can. 

Two-dimensional experiences are highly important avenues 
to open doorways to the child’s thoughts and feelings. Al- 
though the classroom teacher is not expertly trained to under- 
stand and interpret such drawings, he or she can learn to 
identify certain characteristics exhibited by emotionally dis- 
turbed children. 


Drawings and paintings often contain indications of the 


events and/or people that are disturbing the emotionally upset 
child. The problems may be stated literally or in symbolic form. 
The child with the consistent upside-down mouth, the child 
who draws himself very small in the corner of the paper, and 
the child who paints with nothing but dark colors is identifying 
himself regarding his feelings and attitudes. 

The omission of parts of the body indicates that the child has 
problems with body parts. Perhaps omitting hands indicates 
that the child feels helpless in effecting a change in his life. 
Omitting feet may also indicate that he cannot move or make 
change—again, a feeling of helplessness. We show our feelings 
about ourselves when we draw ourselves alone, by the details 
we include, by the parts that are exaggerated, and the parts that 
are left out. We also give clues to ourselves when we draw 
ourselves and our families, ourselves at home, and so on. Sharp, 
pointed trees and noses and other body parts may indicate 
anger and hostilities. Knowledge about how children use color 
is a Somewhat more nebulous area, and research has not been 
done to explain how color indicates emotional preferences, 
other than that various colors (depending on the child) appear 
to indicate tension and levels of aggression. 

Sensory experiences are important for these children. Tex- 
tural opportunities and craft skills that deal with manipulation 
are helpful expressive experiences. Clay is a very good material, 
as the child can hit it, bang it, and pound it on the table to 
express his feelings toward it. Clay is easily manipulated, and 
he can show control over it by making it conform to his model- 
ing. 

Talking about his artwork helps the child to verbalize his 
feelings and attitudes. The teacher who listens very carefully 
can learn a great deal about such a child. Becoming socially 
involved with others in his peer group helps the emotionally 
handicapped child to learn cooperation and also to see how he 
is needed in the group. 


Integrating Arts and Crafts with 
Other Learning Areas 


Art can be integrated into other learning areas. In education, 
teachers process information, skills, materials, and learning ex- 
periences to the student with the hope that he will assimilate, 
internalize, and express his thinking in an individual way to 
build a new form or fresh insight. By integrating art thinking 
with other subject thinking, the classroom can be an adventure 
platform for all kinds of interdisciplinary learning. Art can 
serve as a catalyst for crystallizing thought in both conventional 
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and imaginative realms. By integrating art with other areas of 
the school curriculum, visual thinking can expand traditional 
modes of instruction. 


Goals that cross over learning areas would include finding 


relationships, building awareness, recall, improvisation, clas- 
sification, logical thinking, organization, visual memory, visual 
discrimination, auditory memory and discrimination, expres- 
sion, and kinesthetic responses. 


1. 


Language Arts. In language arts the following arts and crafts 
procedures can be related: lettering, calligraphy, printing 
techniques, posters, constructing letters, collage messages, 
illustrating books and stories, using photographs to com- 
municate ideas, learning crafts vocabulary and crafts ter- 
minology, and finding artistic lettering in newspapers, 
books, and on antiques. Design comic books and murals. 


. Dramatics. Puppetry, drama, storytelling (folklore), magic and 


pretending all make use of masks, costumes, stage scenery, 
and environmental spaces. Feelings can be expressed 
through drawing and painting as well as through acting. 


. Music. In music, one studies rhythm, pattern, texture, color, 


line, and composition; the history of music in cultures and 
times; historical musical instruments; and the construction 
of simple musical tools. Listening to moods in music can 
serve as a motivation to draw and paint. Musical titles can 
be used to motivate pictures, and listening to melodies and 
rhythms stimulate ideas for linear compositions. 


. Dance. 


a. Expressive body movement is another nonverbal com- 
munication tool. The body-mind kinesthetically re- 
sponds to rhythms. The music often tells us what to do, 
each participant influences the other’s form and flow 
through space. 

b. Movement can be a teaching tool such as in clapping, 
moving to words and poetry, or as counting beats. 

c. Dance is also a release of creative energy when using such 
themes as floating, growing from a seed, magic, metamor- 
phosis of a caterpillar; interpreting high-low, open-close, 
tiptoe, fast-slow, squatting, dynamic change, tempo vari- 
ances, accents, breathing, wriggling, holding positions, 
and giant and tiny steps. 


. Science 


a. Drawing and painting from natural objects are ways to 
focus on the study of growth and change in the move- 
ments of animals, flowers, and trees. One can identify and 
classify plants, animals, and insects and illustrate them. 
One also can study the terminology of the organization 
of plants, trees, animals, birds, and fish. 

b. The differences between substances—such as soft, hard, 


smooth, and rough—and between organic and man-made 
objects can be studied. One can learn about the qualities 
of color and light through mixing colors and about the 
differences between prismatic, transparent, and opaque 
colors by building with materials such as stained glass. 
Materials such as woods, metals, and papers can be clas- 
sified and their inherent qualities and differences can be 
noted. One can also learn to observe how substances 
change: clay becomes hard when heated; metal becomes 
liquid during heating. Different kinds of fibers and the 
ways they are used can be studied. 

c. One also can study and use various kinds of tools to learn 
how they inflict change. 

d. Imaginative topic motivations relate to science: reflec- 
tions twirl gracefully around; (go on a nature treasure 
hunt, or discover the mysteries of space); sparkling snow- 
flakes are for touching with your hands and tongue (cre- 
ate your own storm or decorate the ceiling with stars and 
flying things); kites or gliders soar; shells ring as wind 
chimes. Take apart and draw mechanical objects. 

e. Various kinds of natural materials can be used for sculp- 
ture, construction, carving, and casting. 

f. Study our environment: where it comes from, how it is 
made, and how nature is affected by man-made products. 

g. Learn about our bodies, body coverings, body parts, body 
functions, and joints. 

h. Learn about our eyes, how they function and their 
similarities with a camera. 

i. Learn how the camera functions; develop film; learn how 
photography aids in communication. 

j. Study television and all the parts involved with its pro- 
duction. Use microscopes and magnifying lenses. 

k. Study space: how nature uses space and how we use our 
spaces. 

l. Study how light affects what we see and atmosphere 
changes our feelings. 

m. Learn how printing processes aid communication. 

Study anthropology, geology, and botany as they are 

related to arts and crafts skills. 


= 


o. Study varieties of clay and the ways they are used; find 
and prepare clays. 


6. Social Studies. Arts and crafts offer important ways to study 
cultural differences at all levels. This includes the study of 
the pottery, weaving, and jewelry of the American Indian 
Inca, African, Mexican, and other cultures. The religious 
meaning and lore that adornment has had can be studied as 


well as the ancient practices of constructing utensils and Crafts for Children: 
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coverings for the body. and Objectives 


a. Study the bases of our cultural heritage: how man has 
expressed his behavior through objects. 95 
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. Learn how photography enhances communication for 


man. Television and film making as crafts also are ave- 
nues of social communication. 

Study murals of the past and present. (for example, study 
the role of the mural during the Depression of the 1930s.) 


. Learn how printing processes and the printing press have 


influenced and changed the history of man. 


. Study architecture and how space units have changed in 


times and cultures. 
Develop models designed for home, school, and com- 
munity. , 


. Learn how the Industrial Revolution brought about the 


change from handcrafted objects to industrially manufac- 
tured objects. 


. Learn the significance of the introduction of machinery 


and plastics to man’s knowledge and performance. 
Study the careers of celebrated artists and how art affects 
mankind: man’s behavior, social concepts, and physical 
being. 

Study religious themes and the history of traditional fes- 
tivals and holidays. Craft procedures and objects are used 
at these times. There are symbols connected with reli- 
gions, such as the Star of David, the menorah, the cru- 
cifix, and distinctive church architecture. Special 
celebrations provide us with costumes, folklore, 
ceremony, dances, processions, foods, and decorations 
that are descriptive of peoples throughout the world. 
Studying these traditions can excite the imagination to 
create related costumes, headdresses, banners, masks, 
shields, musical instruments, body paintings, foods, jew- 
elry, plays, games, and poetry and stories. These activities 
can bring history to life for the student. 


. Ideas related to the immediate environment include mak- 


ing maps of all kinds: waterways in the state, transporta- 
tion in the city, historic trails, farming in Georgia, and so 
on. 


7. Math 


a. Design puppets with features that have “eyes larger than 


noses’; hats that have specific shapes, such as a triangle; 
eyes and noses compose a specific unit of numbers. 


. Have students build model houses in order to learn meas- 


urements and proportions. 


. Weave God's eyes (Ojos de Dios) which require left-to- 


right and right-to-left movement, measurement, and 
Oover-and-under sequences. 


. Use macrame; but, before even beginning to teach mac- 


rame, students must measure their cords and plan de- 
signs. Most cords are cut four to eight times their finished 
length. Give the students a recipe for an 8- or 12-foot pot 





sling; usually, that is too big, so the student has to divide 
the recipe in order to make a 4-foot-length pot sling. 
Students utilize mathematics during the planning. They 
also learn quantities in macrame. 

e. Quilting requires the study of various geometric shapes. 
One can draw hexagons and pentagons, and determine 
their measurements, using the compass and protractor. 
All geometric shapes can be made into quilts by fitting the 
shapes into a specific area. 

f. Learn balance through mobiles, kites, and sculpture, both 
symmetrical and asymmetrical. 

g. Invent puzzles, geoboards, measurement games, optical 
designs , line and string art, and modular patterns, which 
are problem-solving procedures that involve art thinking. 

. Perceptual Games 

a. Design a two-dimensional game in which the student 
selects a photograph or word and places it under a correct 
listing—such as a smell, a taste, a sight or a sound. 

b. For color discrimination offer a variety of shades and sizes 
of a certain color (perhaps using brown felt). Have the 
student name and describe similarities and differences in 
brightness (lights and darks) for colors. Also match 
shades and values. 

c. Sound discrimination requires the student to “match the 
sound.” Fill two pairs of the same size cans with various 
materials such as marbles, rice, sugar, hairpins, cereal, and 
sand. The objective is to see if the student can match the 
cans that sound the same. The cans might have visual 
clues on the bottom for identification. 

d. Use matching games of all kinds: match textures, cloth 
patterns, artists, and paintings. 

. Group Art. Working together and cooperating on projects can 

be related to any learning area as well as art. Many stories, 

subjects and themes contain multiple ideas, images and ob- 
jects so that each student can create an individual part that 
is added to complete the whole. Craft media for banners, 
panels, and murals can be stitchery, weavings, stuffed, and 
quilted cloth, batik, constructions, clay, baker's clay (or 
bread dough), textured collage, woods, plastics, photo- 
graphs, cut papers, and printing techniques. Themes can 
include; Secret Places, Pirates of the Sea, Harbors and Boats, 

Westward Ho, Aesop’s Fables, Alice in Wonderland, The 

Land of Dreams, The Wizard of Oz, Planet of the Apes, Star 

Trek, Flower Gardens, Picture Verses, Favorite Fairy Tales, 

Folk Tales, Indianlore, Mythology, The Pied Piper of Ham- 

lin, Noah’s Ark, Jungles, Clowns and Circus, Zoos, Heros, 

Parades, Car Shows, Antique Clothes, Colonial Towns, The 

Land From the Sky, Ivanhoe’s Forest, Kidnapped, Giant 

Greeting Cards, Under the Microscope, Playgrounds, Happy 
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58 Surprises, Insects, Sea Monsters, The State Fair, Holidays 
and Celebrations, Everything About Our Town, Favorite 


Crafts for the Classroom : 
Questions, and Just Nonsense. 


Career Possibilities in Crafts 


Classroom teachers should discuss career possibilities in 
crafts with their students. It is never too early for a child to 
begin to think about a career. Most children think about what 
they will do when they grow up. If the classroom teachers can 
plant the seeds of art when children are young, they can be 
nurtured during the formative years. It is well to remember that 
the things we do as adults relate directly to the experiences we 
have had as children. In this respect, classroom teachers are in 
a good position to establish career ideas dealing with possibili- 
ties in arts and crafts occupations. In many of the art-related 
fields, as in any area of endeavor, it is the interest that motivates. 
If an interest can be developed and sustained in some form of 
art or crafts, this type of personal momentum can catapult one 
toward a future career. Many careers in crafts are in art-rela- 
ted fields that deal directly with community service and 


concern. 
ARCHAEOLOGY ARCHITECTURE ART DIRECTOR 
Photographer Draftsman Book and Magazine 
Illustrator Designer publishing 
Historian Architect Television 
Advertising agency 
Newspaper 
CRAFTS 
TEACHER PHOTOGRAPHY DESIGNER 
Public school Commercial Film 
College Portrait Fashion 
University Newspaper Textile 
Art school Television Graphic 
Private school Fine arts Furniture 
Film Maker Interior 
Environmental 
Stage 


Costume 





INDUSTRIAL 





CRAFTS DESIGN ILLUSTRATION 
Ceramist Automotive Medical 
Leathersmith Record cover Greeting cards 
Metalsmith Appliance Book 
Wrought iron Machinery Magazine 

sculptor Journalistic Technical 
Glassblower Furniture Calligrapher 
Weaver Cartoon 
Woodworker Comic book 
Jeweler Court room 
Sculptor Television 
Stone Worker 
MUSEUMS HISTORIAN PUBLISHING 
Curator Craft historian Book author 
Director Historian for Magazine reviewer 
Educational stage and film Art critic 

director Search service Consultant 
Historian for art Art book dealer 
Business Antiques Archivist 

director 
Administrative 

director 

SPECIAL COMMUNITY 

MUSEUMS FIELDS FIELDS 
Restorer Occupational Art center teacher 
Archaeological therapy or director 
Historian for Art therapy Parks and recreation 

ancient crafts Special Community arts 

education Civic club art teacher 
Art Alliance Retirement center 
director crafts teacher 


These are just a few of the many career opportunities that 


exist for youth today. Making the information available and 
discussing it with students in elementary classrooms are the 
best ways to encourage interest in craft fields. Classroom teach- 
ers might like to have children write to various companies that 
employ artists and ask to have literature pertaining to careers 
sent to them. Often, companies have their own public relations 
departments and will be happy to send helpful information, 
including photographs. Material of this sort can be posted and 
collected to be discussed whenever appropriate. It is also help- 
ful for the teacher to invite locally available arts people to the 
classroom to discuss their specific careers directly with the chil- 
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dren. Often parents can be invited to talk to the children about 
their work in art-related fields. 
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The Language 
of Design 


Art making, whether it be pottery, jewelry, leathercraft, 
weaving, drawing, painting, sculpture, or any other craft re- 
quires a solid grounding in the practice of good design concepts. 
In other words, the art maker, be he child or artist, should work 
at the challenge of understanding how to create aesthetic uni- 
ties in order to arrive at a satisfying art work. This understand- 
ing of design applies to craftspeople as well as to painters; it is 
an essential part of every classroom crafts lesson. Understand- 
ing good design concepts generally means to develop skill in 
putting the art elements together into a pleasing artistic state- 
ment. The art elements of line, shape, color, pattern, texture, 
space, and volume are totally a part of all art works. They are 
the ingredients. When the craftsperson practices composing 
and arranging these elements into interesting visual wholes, he 
arrives at a more pleasing and satisfying product. The following 
elements are essential ingredients in the understanding of crafts 
expression for the classroom. Working both intuitively arid 
intellectually with the organization of these elements will ena- 
ble the student to arrive at a more successful art product. 


Elements of Crafts 


LINE 


There are no limitations on how linear techniques can be 
utilized in the building of a crafts product. Line can be a surface 





3-1 Aesthetic unity is achieved 
by working both cognitively and 
affectively. “Warrior” by Maurice 
K. Grossman is made of stoneware 
clay and built with slab and wheel 
thrown-construction techniques. 
(Courtesy of the artist.) 
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penetration or it can be integral to the construction and skele- 
ton of the work itself, as it is in weaving. Line can indicate a 
compositional direction within or on the surface of the work. 
At all times it should be beautiful to contemplate, for it is part 
of the essence of the work. Lines indicate motion and flow 
through space. They can move in front of or behind a form. 
Lines that are repeated become patterns. 

Linear properties are a natural part of all objects, although 
they are not always immediately visible. Line is what our eyes 
observe first, for it is the edges of objects that are most apparent. 
This order of observation is natural—to see in shorthand before 
one sees the details. The artist is aware of this phenomenon 
when he takes care to work at achieving a pleasing outline form 
in his work. In pottery, the outline edge is much in evidence. 
If we look at a piece of pottery, and if it has lumps in its form 
or any variation on the flow of the linear rhythm of the outside 
edge, we tend to notice it, and we may react against its visually 
upsetting properties. Of course, using line in art and discover- 


ing it in nature, takes practice. Our artistic vision must be 
conditioned to increase our sensitivity to its potential. 


Horizontal Lines 

Lines that are horizontal in an art work suggest softly flowing 
movement or bodies at rest, as in sleep. Lines in the horizontal 
position suggest slow motion in their east-west rhythm. 


Vertical Lines 

Vertical lines suggest strength, for our past experience re- 
minds us of the vertical positioning of building supports, poles, 
fences, and other structures. Here we have a north-south visual 
field, or up and down. Vertical lines may appear to move slowly 
up and down. 


Diagonal Lines 

Diagonal lines are the action lines of a form. They suggest 
rapid movement and sudden change. Our prior experience with 
diagonals comes from thinking of hills, running, diving, swoop- 
ing, and speeding. It is difficult to look at a piece of pottery, a 
painting, or a weaving that has diagonal lines and not think of 
motion. 


Curved Lines 

Curved lines, on the other hand, suggest grace of movement. 
Most of nature has curved forms, and we, therefore, think of 
natural forms as being graceful. Curved lines bring to mind 
dancers, flowers, and all things that are rhythmic and delicate. 
The elementary classroom student who works in crafts should 
understand these aspects of linear techniques (at his level) in 
order to control and organize his work. 





3-2 “Oiseau Solaire by Joan 
Miro incorporates imaginative 
forms to express the artist s person- 
al vision. Miro invented a form; 
another artist might choose the 
same idea but mirror reality. Plas- 
ter or soft woods can be sculpture 
media for classroom use. (Courtesy 
of Pierre Matisse Gallery, New 
York. Photograph by Eric Pollitz- 
er.) 
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In addition to the expressive qualities of the line, concern 
should also deal with aesthetic properties: how to make the line 
visually pleasing in itself. Art forms are like printed pages in 
that both transmit information back to the receiver. In art 
forms, it is possible for lines to become more than mere com- 
munication signals. Through practice in making a beautiful line, 
we develop that aesthetic property that extends the original 
message through the development of a more exquisite form. 


SHAPE 


When lines close on themselves, they form shapes. Shape is 
the outside form of the object. It may be considered the basic 
foundational appearance. The shape of an artistic piece in crafts 
is essential to its aesthetic properties. The shape may be the 
total unity of the form, or it may be a detail of the many other 
shapes that complete the work. 

Shapes are essentially either geometric or irregular. By geometric 
is meant the basic forms of circle, square, rectangle, and tri- 
angle. Irregular shapes are amorphic, or not constant in their 
form. For example, a circle is always a circle (constant), whereas 
an irregular form is never dependable: the form, or shape, is 
always changing with no constant factor involved. We can 
create hundreds of irregular shapes and never repeat the same 
form. Circles, squares, rectangles, and triangles can change in 
color and size, but constant is their sameness of shape. 

Deciding when the shape or shapes of your crafts form is 
satisfying is a personal decision that requires conditioning in 
the visual search for beautiful form through the practice of 
creating and the practice of observing. In fact, all artistic under- 
standing is a conditioning process of sorts. To understand, one 
must do and see. Shapes, or forms, of objects tire the eye if they 
do not flow in the best possible way. When the proportion is 
off, or the balance is undecided, or there is a feeling of chaos 
in the flow of the line or shape, it can be sensed by any child 
who has begun to learn the elements of art. In practicing one’s 
craft or art, an awakening takes place in our aesthetic vision. 
We begin to learn a language that takes roots in our senses— 
in Our vision and in our touch. This language is as much a form 
of communication as the spoken or written word. The more we 
utilize our senses, the further will we increase our feeling and 
our judgment for understanding aesthetic forms. 


SURFACE AND PATTERN 


A very important area of crafts technique is surface treat- 
ment, or the textural aspects of a work of art. Children need to 
understand that the surface properties are as essential as the 





basic form of a piece. Pattern is the treatment given to the 
surface. The surface can be purely textural, or it can be ab- 
stracted with subject matter images and forms that relate to the 
human and animal world. 

For example, during Greece’s golden era, artists decorated the 
surfaces of their pottery to express the stories and feelings of 
the age. Storytelling was entirely oral at that time, but the 
remains of their pottery tell us stories of their civilization. 

In treating the surface of a crafts form abstractly, the child 
can employ geometric motifs in a repeated rhythm. Many an- 
cient craftsmen used this technique and created subtle rhythms 
in visual movement. Geometric design configurations as an or- 
ganic part of the surface treatment of art forms can be found 
in crafts from ancient as well as modern peoples from all over 
the world. The size of a crafted piece determines the repetition 
of forms around or along its surface to unify the feeling for the 
form. Craft products have no limitation in size per se. For exam- 
ple, tapestries are as large as a wall surface will permit. A weav- 
ing can be as long as the weaver wishes. Jewelry can be as large 


3-3 This sixth-grader ts totally 
involved in his assemblage sculpture 
made from model car parts glued 
together with airplane cement. 
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as the body that will carry it. Often, the traditional view is that 
crafts objects are small and suitable for table decoration. In the 
classroom, size can be whatever the child determines it to be. 

In creating the surface of a craft form, the following sugges- 
tions are helpful: 


Repeat a shape at regular or varied intervals. 

Change the size of a shape and repeat it over and over. 

Repeat a shape in a band that goes along or around a form. 

Repeat a shape by using it in an over-all pattern. 

Change the.color of a shape while repeating it. 

Have a dominant figure or shape, with subordinate figures or 

shapes around it. 

7. Employ linear techniques as well as filled-in shapes and 
textures. 

8. Make surfaces rough or smooth. Vary and mix contrasting 

surfaces. 
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COLOR AND VALUE 


Look for pleasing color combinations. Look for simple or 
complex relationships. Color preferences and use of a craft 
product enter into our aesthetic decisions. 

Value is the degree of lightness or darkness in a tonal range. 
In making a craft, value should be considered within the design 
structure. All crafted objects reflect light that changes in differ- 
ent atmospheres; they also cast shadows. 


TEXTURE 


All materials have inherent properties that are both visual 
and tactile. The way an objects feels influences its total appear- 
ance. Craft surfaces are to be felt, and combinations or similari- 
ties, as well as contrasts in texture, are important. 


SIZE 


size relationships are important in considering over-all de- 
sign. It is interesting to have variety, but too much variety can 
be confusing. What we hope to arrive at in the creation of a 
craft product is an artistic ordering of each of the parts. In the 
process, we strive to reduce chaos. 


SPACE 


The way in which forms are used together results in the 
spaces that are created. Therefore, think about positive spaces 


(the form) as well as negative spaces (around the form). Experi- 
ment with spacing materials to reveal their many possible forms 
and to indicate how simple changes will create an entirely new 
form. Craft objects occupy three-dimensional space, and there- 
fore all design surfaces and spaces should be considered. 


Unifying Relationships: Composition 


A crafted piece has balance when its forms appear to be in 
proportion to each other: when the distribution, weight, and 
appearance of a piece are equalized. Dark balances light; bright 
balances dull; soft balances sharp; and so on. All aspects of a 
craft form can be balanced: textures, shapes, lines, colors, and 
values. Balance provides harmony. 

Rhythm also is a basic aspect of harmony. In order to get 
rhythm in a piece, we need to feel the unison of one shape with 
another and one line with another. Rhythm provides unity and 
brings life into craft forms. Rhythm can be achieved through 
the repetition of lines, shapes, colors, textures, and surfaces. 
Rhythms can be dominant or secondary. Secondary rhythms 
echo primary rhythms. Rhythm is a regulated aesthetic flow of 
the elements that constitute a crafts piece. The interval of 
spaces within the designed form can contribute greatly to the 
rhythm. 





3-4 “Duckbill” by Alexander 
Calder, a standing mobile of sheet 
metal and steel wire, 26 X 35 
inches. (Photo by Walter 


Rosenblum.) 
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3-5 The outside edge of paper in- 
fluences the organizational expres- 
sion of these faces. The sense of 
space and composition is present in 
the work of young children. 
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Subjects for Design Motifs 


The motifs discussed here are appropriate for the elementary 
classroom. The children can use them when designing or organ- 
izing their craft forms. These motifs are particularly suitable for 
stitchery, weaving, batik, leather, jewelry, and pottery. 


BIRDS 


Bird forms are excellent subject possibilities. It is not neces- 
sary to draw specific birds, just the idea of birds. The design can 
show the bird flying, sitting, eating, pecking, scratching, or 
walking. The design can be a simple outline, a beautifully 
shaped piece, or an elaborately decorated surface, depending on 
the craft. Consider birds’ combs, wattles, beaks, eyes, wings, 
feet, bodies, and feathers. Use parts of a bird around a dominant 
bird pattern. Use mother and father birds and baby birds; 
friendly birds (robins, doves, sparrows, and parrots); and birds 
of prey (eagles, hawks, gulls, vultures, and owls). All have 
visual properties that are conducive to interesting designs. 


FISH 


The design possibilities from fish are endless. Tropical fish, 
for example, have a variety of forms and shapes. Encourage 
children to avoid stereotypes and to make their own carefully 
considered designs. Other forms from the sea also offer a great 
wealth of visual material. These include shells, starfish, and sea 





3-6 Felt and trim are designed 
into aesthetic shapes to reconstruct 
the feeling for flight in these bird 


forms. 


3-7 Childhood is the time to be- 
gin searching and discovering natu- 
ral and man-made forms. The 
animal kingdom provides unlimited 
sources for artistic ideas. (“Charlois 
Bulls,” photograph by Roger Bu- 
chanan.) 
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3-8 Magnification reveals the 
mysterious realm that surrounds us 
and provides a wealth of craft sub- 
ject possibilities. Nature is the 
greatest designer, and we can draw 
our inspiration from tt. 





anemones. Peaceful fish include goldfish, bass, and trout, 
whereas aggressive fish include sharks, whales, and barracudas. 


ANIMALS 


Animals come in every possible size, shape, color, texture, 
and form. They are hairy, smooth, fat, thin, tall, and squat. 
Domestic animals differ from wild game, and African animals 
differ from North American animals, and therein lie the pos- 
sibilities for design. Some visually challenging varieties include 
tigers, lions, zebras, hippopotamuses, monkeys, snakes, croco- 
diles, deer, pigs, wolves, and panthers. 


INSECTS 


The tiny kingdom beneath the feet of man contains, as any 
child will tell you, a wealth of interesting creatures. Beetles, 
spiders, grasshoppers and ants, so intricately designed them- 
selves, lend themselves to interesting adaptive designs. Insects 
are transparent, opaque, round, elongated, textured, or camou- 
flaged. Butterflies, in particular, are an amazing design source. 


FLOWERS 


Flowers, trees, and plants have been subjects for artists 
throughout the ages. Nature’s forms are both subtle and vari- 


SEERA 





able. Flowers alone, for example, offer hundreds of variations 
on the circle. Examining natural forms can lead to beautiful 
discoveries that can be made relative to craft designing. There 
is very little chaos in nature. One of the most significant discov- 
eries that we can make by examining nature is the extraordinary 
order of things—the mystery, uniqueness, and relatedness of all 
the parts of nature’s world. 


ABSTRACT FORMS 


Geometric and abstract forms make effective designs for 
crafts. Abstract design can be simplified, identifiable, or un- 
recognizable. 


Visual Spaces in the Classroom 


Exhibit areas are very much a part of the visual and aesthetic 
aspects of the classroom environment. Areas for bulletin boards 
and other two-dimensional hanging areas, as well as areas for 
exhibiting three-dimensional work, should be carefully consid- 
ered and planned for by both teacher and student. Even the 
most basic of rooms can be made visually attractive and be an 
improvement over just bare walls. If a classroom does not cur- 
rently have a display board, one can be made from wallboard 
and installed at an eye level that fits the average height of the 
children in a particular grade. The material used as a display 
surface should be sturdy, but soft enough to receive thumb- 
tacks, pins, and staples for pinning up lightweight materials. 
Displays should be arranged so that readability is effected. All 
lettering should be easily read. A general rule of thumb regard- 
ing lettering is to make it creative and attractive but simple 
enough to get the message across. Exhibits can be of any topic 


3-9 “Stroke I by Thomas Ec- 
kert. Metal, fiberglass, and paint. 
Note the similarity between this 
sculpture and the grasshopper in 
Figure 3-8. Although the materials 
used in this sculpture are polished 
steel and plastic, the artist, by util- 
izing his creative powers, was able 
to capture a feeling of both nature 
and man. (Courtesy of the artist.) 
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that will be of interest to the children: units they are studying 
or various subjects in the field of art. In displays that involve 
the subject of art, the following areas should be included. 

Art history can be investigated by hanging reproductions of or 
original art. This could involve the work of one artist or of 
several artists. It might include great art of the past, such as 
ancient art, medieval art, Renaissance art, or contemporary art. 
Broadly treated topics could be presented, such as a survey of 
art from 1850 to 1973; or a detailed account of a specific point 
in art history could be displayed, such as “The Growth of the 
Gothic Cathedrals.” A single artist (or student) could be fea- 
tured by a representative display of his work. Reproductions of 
the artist’s work can be pinned to the display surfaces. The 
actual work could also be displayed on the wall areas or, if 
three-dimensional, on display tables set up for the purpose. 

Art media procedures should be displayed. For example, “How 
to Use Drawing Tools” could be presented on a display wall. 
The tools could be attached and simple diagrams could show 
how to use each tool, as well as how to care for them. 

Art concepts could be attractively presented to reinforce what 
the children have learned. “Designing a Picture” or “Compos- 
ing in Fibers” could be presented as visual displays. 

There are unlimited ideas for visual displays. One of the best 
displays is the work done by the class. Children love to see their 
own work, as well as the artwork of others. Some other broad 
categories for displays might deal with developing sense aware- 
ness: observing, feeling, listening, smelling, and tasting; or with 
intellectual awareness; observing animals, flowers, insects, 
plants, and trees. The artist, in order to make an interesting 
picture or work of art, has to be aware of his internal world and 
the world around him. In summary visual displays in the class- 
room can center on areas such as: 


Art history Art skills 
Art awareness Art concepts 
Artifacts Art analysis 


Displays should not be kept up so long that they become tiring 
or outdated. We all need variation in our daily diet of experi- 
ences. A change of displays once every week or two might be 
a useful rule. At no time should a display be kept up for the 
entire year. 

In displaying material, consider the following: 


1. Arrange all lettering in a readable fashion. The usual posi- 
tioning is horizontal, but variations are up to the teacher. 

2. Balance the material to be placed on the display surface. Let 
each item “breathe”. Balance is formal when one side is 
geometrically the same weight as the other, or informal 





3-10 Teachers need to plan 
many areas for educational displays 
as part of the crafts curriculum. 
Exhibit areas motivate individual 
and group discussions that relate to 
forming judgments and apprecia- 
tion. 





when a large picture on one side is balanced by three smaller 
pictures on the other side. 

3. Group material by topic, subject, or unit. Give the grouping 
a logical order and high visibility. Keep the display area free 
from objects in front of it. Do not let the area become a 
chaotic tack board of notes. An “idea” board, which could 
be a small posting area where any child in the class could 
tack up interesting sketches or ideas for other children to 
share or consider may be provided in the room. Any child, 
or even the teacher, could use the idea display board to hatch 
or display ideas in progress, inventions, or discoveries. The 
emphasis on the idea board would be to push ideas by mak- 
ing them visible to the class. In this respect, it would be a 
team project, to post ideas that challenge others to work on, 
or to share. The idea board would be a visible bank from 
which good ideas are encouraged to flow. Any ideas, sugges- 
tions, thoughts, drawings, sketches, or discoveries could be 
included on this board. 

4. A discovery display board area could also be provided in 
which the child can place whatever he brings in or “discov- 73 
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3-11 Our individual sensitivity 
to art in childhood determines what 
we will value as art in adulthood. 
This first-grader practices designing 
with interchangeable objects reflected 
in the mirror. 


74 


ers” in the form of pictures, feathers, or objects. Discoveries 
can be tagged and information relative to them can be jotted 
down. Interesting things, found in the environment—ob- 
jects, pictures, diagrams, and items from other countries— 
are suitable for an exhibit of this sort. With this board one 
does not worry about formal aspects such as balance or 
readability, for that is not the purpose. If someone took a trip 
to a ghost town, old nails, lanterns, pottery, and other 
memorabilia from that town could be displayed. On discov- 
ery boards of this type, history, English, writing, ideas, art, 
and life can become intertwined, and relationships to living 
and experiencing can take place. Classrooms can become 
collection centers for art thinking and doing. 

Carefully consider the planning of classroom display areas. 
But keep the learning environment in mind. Classrooms are 
for children. Rooms should look as though something is 
going on. Rooms that are always neat as pins suggest that 
nothing is going on. Classrooms are workrooms. Think of 
them as workshops, full of all sorts of visually interesting 
objects and tools to work with. Classrooms are environments 
that should be constantly changing and kept in tune with the 
changing experiences of the class. Classrooms should be 
places where children can pick up a flow for their thoughts; 
they should not be captive environments for the rigid dicta- 
tion of information to be learned. Tables and chairs in a 
classroom should be portable, and the entire room can 
become thus a display-working area. Classrooms should be 
visual delights offering spaces for working creatively and 
observing aesthetic phenomena. Art is made up of all the 
things and ideas of life, including science, nature, mathemat- 
ics, and literature. In other words, the artist gets his ideas 
from everywhere. Therefore, classrooms should have books 
and magazines on all subjects, and they should be available 
in the classroom. Children must be encouraged to read 
material that is challenging. This should include technical 
books with diagrams that are difficult to comprehend but 
that will suggest ideas for drawing or imagining. 

Books that have elaborate architectural diagrams or technical 
details of space travel in rocketships might not be under- 
standable in written form, but providing children in the 
third or fourth grade with an opportunity to examine draw- 
ings of rocketships could encourage their imagination and 
thinking far beyond what they are “expected” to learn. At 
times, the entire classroom becomes a display area, instead 
of the display area being an isolated wall surface over on the 
other side of the room. The total classroom becomes the 
display environment. And the environment can be continu- 
ally changing and evolving in line with the development of 
the children in the class. “Islands of beauty” could be devel- 
oped within the classroom environment. 





7. Aesthetic display areas would contain visual beauty in the 
form of paintings, sculptures, crafts, or beautiful things 
found in nature.Areas within the classroom environment 
might include a building area, with saws, hammers, and nails; 
an idea learning area, with books, diagrams, and blueprints; an 
art skill area; an art history area; a sensory area; an object involvement 
area, Where parts and pieces of the environment are brought 
in; and a /istening area for music or any sounds that can be 
listened to or recorded. Cameras, phonographs, cassettes, 
recorders, films, tapes, and filmstrips would be included. All 
furniture would have to be lightweight and portable. Entire 
walls would have to be capable of having displays put on 
them or of having their shape changed by being covered 
with cardboard, cloth, or branches. At times, classrooms can 
be miniature airport hangars, space stations, antique shops, 
carpenter shops, scriptoriums, or whatever type of environ- 
ment the learning situation calls for. 


More than ever before, the classroom teacher must encourage 
the human aspects of living, of sharing, and of cooperating. 
Through art, in all of its ramifications, classroom teachers can 
show how creative art products provide a strand unbroken 
throughout the ages. The aesthetic form is a bridge between 
countries and generations. It is man’s perpetuation of his crea- 








3-12 Louise Nevelson begins her 
sculptures with small models made 
from cardboard, wood, and other 
available materials. A much larger 
sculpture made of iron or steel is 
then formed. The shapes in thts 
steel sculpture appear to change as 
the shadows move during the day, 
in Scottsdale, Arizona. 
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tive instinct. The classroom today is the grass roots of aesthetic 
vision. We have an unparalleled opportunity to educate for 
aesthetic vision, for the means of communication are there. If 
the teacher can develop his sensitivity to the aesthetic world, 
he can present this vision to the class. 
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Creating with 
Paper 


No one knows exactly when paper was invented, but the 
earliest records indicate that the first paper may have originated 
in China in approximately a.p. 100. Not until centuries later did 
the formula for its manufacture spread across the trade routes 
to Europe. The word paper is presumably derived from papyrus, 
a material of Egyptian origin that was used extensively in the 
Greco-Roman civilization. The original use of paper was for 
writing and printing. As the refinement processes in its manu- 
facture developed over centuries, the utility of paper expanded 
in infinite directions. 

Today, paper is used in every way imaginable, for it is one 
of our most inexpensive products relative to its purpose. Paper 
bags, for example, have an extensive variety of uses other than 
as containers. It is interesting to note that paper bags were 
unknown in the United States until the early nineteenth cen- 
tury when grocers and merchants made them by hand from jute 
paper. The first paper bag machine was invented by Francis 
Wolle in Bethlehem, Pennsylvania, in 1850. As he is considered 
the father of the industry, this was truly his “bag.” 

Several countries have been responsible for the creative de- 
velopment of paper as an artistic media: China, Japan, Mexico, 
and Poland. Both peasant and professional artists have pushed 
the boundaries of what can be done with paper into visually 
exciting realms. Classroom teachers are in a unique position to 
utilize the wealth of background information that is available 
on paper and with imagination they can make paper a most 
versatile medium for childrens’ use. Although many papers of 
the handmade variety are expensive, others are less expensive 
and available. If the school program has a reasonable budget, 
construction paper, poster paper, and butcher paper can be 
purchased. If no budget is available, it may be possible to sup- 





Vi. 





4-1 Paper is one of the most 
inexpensive products relative to its 
purpose and is a highly versatile 
medium for the classroom. 
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plement school supplies with papers that can be obtained from 
sources in the city: the newspaper plant (ask for roll ends), 
department stores, printing shops, and other areas in which 
paper products are used as containers and wrappers. Stores that 
sell furniture usually throw their packing and crating card- 
boards away. Rug stores are good sources for cardboard tubing 
of various thicknesses. Gift wrapping departments sometimes 
have throwaways of gift papers, ribbons, and tissues. Ice cream 
stores often have circular containers available. Grocery stores 
have many types of cardboard boxes. Many merchants would 
probably be happy to save things if they knew they were for 
classroom use. Often, children can bring in egg cartons, cheese 
cartons, meat trays, and other containers used at home. Papers 
and cardboards can be collected until there is enough for a 
specific project. Send a note home with children for parents to 
be on the lookout for supplies. 


Making Paper 


Perhaps the ancient Chinese learned paper making from 
watching wasps. It is the wasp that chews fibers and weeds into 
a paste. He then spits it out to form the walls and units of his 
hive. When the paste is dry, it is firm and becomes a three- 
dimensional house. 

Paper today is made from various fibers such as weeds, bark, 
sawdust, wood shavings, dry leaves, wood pulp, corn husks, 
and rags. The fibers are mashed and reduced to a pulp by 
pounding or boiling. In paper factories, large vats containing the 
fibers are mixed together with water until it is a pulp mixture. 
The pulp mixture is called slurry. 

To make your own paper in the classroom, tear up a sheet of 
newspaper into small pieces. Place the cut paper in a dishpan 
of water and let it soak for a few hours. Make a screen that is 
smaller than the dishpan by stapling some window screen to a 
wooden frame. Place-the screen in and under the slurry. Bring 
the screen up slowly (with the slurry on it) and let the slurry 
drain; be sure to squeeze out as much moisture as possible. Press 
the slurry and let it dry. The paper will lift off the screen when 
it is dry. 


Experimenting with Paper 


We can all enjoy finding common and unusual ways to work 
and build with paper. It is fun to experiment, from creating the 


very smallest paper folding to the largest paper murals, working 
both flat and three-dimensionally. Projects can be simple or 
complex, depending on the imagination and skill of the creator. 
We exist in three-dimensional space, and developing ideas into 
three dimensions with two-dimensional material presents a 
challenge and requires judgment. The qualities and types of 
paper used will influence the activity and accomplishment. 

First, experiment with paper. Children become familiar with 
paper as one of their earliest experiences. Although they may 
never have thought of it’s use in the fine arts or as a sculptural 
material, children will quickly learn that various kinds of pa- 
pers will produce different products. Working with paper can 
be a truly exciting adventure when the work is tackled with 
ingenuity. [he many and varied uses of paper, indicate its prac- 
tically limitless potential. Essentially, paper can be transformed 
by being: 


crushed perforated 

curled rolled 

cut into strips scored 

folded scratched 

fringed singed on the edges 
glued slit 

interlocked stapled 

overlapped torn into shapes 
papier-machéd wadded 

pasted woven 


The varieties of papers are almost endless. Some of the better- 
known ones include: 


aluminum foil newsprint 
art papers oak tag 
butcher paper paper bags 


cellophane paper paper handkerchiefs 


cardboard paper napkins 
charcoal paper paper plates 
confetti paper toweling 


pastel paper 
poster paper 


construction paper 
corrugated paper and 


cardboard 


drawing paper railroad board 


flocked papers rice paper 
gift wrap papers tissue paper 
kraft paper wallpapers 


magazine paper watercolor paper 


metallic foil papers waxed paper 





4-2 Basically a flat material, pa- 
per can be made three dimensional 
by scoring, curling, bending, fold- 
ing, fringing, and perforating tt. 
This pinata witch from Mexico is 
made of rolled-up newspaper deco- 
rated with cut crepe paper and tis- 
sue. 
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4-3 Large and simple shapes in- 

ferestingly cut assume dramatic aes- 
thetic forms when suspended freely. 

Being lightweight, they move grace- 
fully in the air. 


Several basic forms can be used to begin to create with paper 
and cardboard: 


circles rectangles 
cones squares 
cylinders | strips 


irregular shapes 
Paper can be used as an artistic medium in the classroom in 


many ways. Some of these are described in the following para- 
graphs. ; 


CUTTING PAPER 


Lightweight paper that can be cut easily can be used as a flat 
piece, or the paper can be folded one or more times before being 
cut. Sometimes paper can be folded into tiny squares, and then 
intricate designs and shapes can be cut from the folded edges. 
When the paper is unfolded, many detailed patterns are re- 
vealed. There are many variations to this approach. 





The paper cutting can be pasted over a contrasting color, 
which permits the cut openings to show. Another method in 
paper cutting is to perforate the surface of a flat piece of paper. 
This can be done by folding and then cutting along the edges, 
or by inserting the point of the scissors into the paper and 
cutting openings into the paper that can then be folded upward. 
Varying surfaces that have a visual texture can be created in this 
manner. 

Another method of cutting paper is to cut it into various 
lengths and strips. By this method, individual strips can be 
overlapped, folded together, curved into a circle, and stapled or 
glued. Paper alsc can be folded and attached to form a three- 
dimensional structure. 


PERFORATING SURFACES FOR TEXTURE 


Flat sheets of paper can be cut into at repeated intervals to 
create a visually textured surface form. Either curved or straight 
cuts can be made in an all-over pattern to change the surface 
form of the paper sheet. After the flat sheet has been perforated 
with a pleasing design pattern, the sheet can be rolled into a 
cone or folded to create a three-dimensional structure. Devel- 
oping surface textures of this nature is similar to what an ar- 





4-4 Cut paper designs are whim- 
sical and delicate message cards. 
The flower cards are “windows 
that hold in the flowers with ace- 
fate or clear adhesive paper. 
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chitect does when he designs the surface of a wall. Repeating 
the cut form in an interval pattern creates a textural rhythm on 
the flat surface. The repeated cuts can be done freehand with 
the scissors, or a light pencil design on the paper will ensure that 
all the cuts are uniform. Often it is more pleasing to let each cut 
vary somewhat in its repetition to achieve visual variation. In 
place of scissors, an art knife can be used to make the cuts. 
However, safety plays a factor here, and one has to be careful 
not to cut into the work surface. The use of a cardboard work- 
ing surface would protect a tabletop in such an instance. But 
certainly at the primary level scissors are more suitable. 


CURLING PAPER STRIPS 


Paper cut into strips of various sizes and widths can be curled 
by being wrapped around a pencil or cylindrical form. Another 
method is to open scissors and press and drag a strip of paper 
against one blade for the length of the strip. Light paper will 
curl easily. 


SCORING PAPER 


Scoring is an excellent means for folding or creasing heavy 
papers. To score a flat sheet of paper, place a ruler along its 
surface and then lightly cut into it with the point of a scissors, 
being careful not to go through the paper. The crease, or fold, 
can then be executed with ease. To score curved lines, simply 
draw the curved line with a pencil and then follow along it 
lightly with a knife. 


Craft Ideas with Paper 


ORIGAMI HAT VARIATION 


Origami, which means “folding paper,” is an ancient Japanese 
folkcraft that is taught by Japanese grandmothers to young 
children. The process itself varies with each predesigned 
origami form but is essentially one of folding a piece of paper 
many times in order to arrive at a generalized version of a 
subject. Subjects generally include fish, birds, animals, hats, and 
costumes. The following method of origami uses a hat form as 
the foundation from which imaginative discovery can be ex- 
plored: 


Supplies Needed 

one full page from a standard newspaper 

transparent tape 

oak tag or stiff paper for a hatband 

Scissors, paste, or stapler 

assorted colored papers: construction, tissue, and gift wrap 
paper 


Procedure 


1. To make the origami hat foundation, begin by using a dou- 
ble page of newspaper folded to one page with the fold at 
the top, and the opening facing you. 


2. Bring the top two corners down to meet each other at the 
middle. 


4-5 and 4-6 The ancient art of 
origami, or Japanese paper folding, 
becomes the foundation for these 
dress-up hats. 
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834 3. Fold the remaining portion of the top sheet up to meet the 
corners. 
4. Bring the point down to the fold and tuck it under. 
5. Turn the paper over. 
6. Fold both ends toward the middle by beginning the folds 
where each end changes direction. 
7. Fold the bottom flap up so that it is even with the one 
underneath. 
8. Open the folded paper at the bottom slit and press it flat. 
9. With the slit horizontal to you, fold the top and bottom 
points to the middle and tuck them under the folds at the 
middle. 
10. Open the slit and pinch the corners and base to make a 
square hat foundation. 
11. Build imaginative forms from this foundation to create an 
original hat. 


Crafts for the Classroom 


Uses for the Origami Hat Variation in the Classroom 
Create a story based on the hat that you create. 

Create a hat based on some character in history. 

Create a hat as part of a play or theatrical production. 
Create a hat based on a story. 

Create a hat for a party, for a celebration, or for a holiday. 
Let your hat tell the story. 


eS eee 


Y FOLD AND DYE 


The Japanese art of paper folding and dyeing is an ancient 
one. Each paper creation is unique and the designs possible are 
endless. It is a captivating discovery process, because the design 
is unknown until the moment of surprise when the folds are 
opened and the magic of the colors can be seen. 

The process is simple, and not much preparation is needed. 
The teacher may want to discuss color consciousness with stu- 
dents as well as illustrate the many possible ways of folding 
before beginning the project. But paper folding can and should 
be experimental to find exciting ways to form patterns. 


Large-sized paper and large folds will create larger designs, 


4-7 The magic of color blending 
is enhanced in paper folding and 
dyeing. 








and 


the opposite is true of working with small pieces of paper. 


A good beginning size is 9 X 12 inches. 
simple grocery store vegetable coloring can be used. Place the 


colo 
colo 
per. 


rs in muffin tins, cans, or cartons for easy dipping. New 
r combinations will paper when dipping and spreading pa- 
Also, by diluting colors (such as blue), different values 


happen, such as light blues and deep blues. Liquid vegetable 
dyes also can be mixed together for new hues before dipping. 


Sup 


plies Needed 


facial tissue 


newspaper 
newsprint 


rice 


paper 


paper toweling 


typi 


ng paper, tissue paper (Some papers are highly absorbent 


and have to be pulled from the dye quickly; other papers 
absorb more slowly.) 
dropper (apply dye colors to wet paper with a dropper) 


iron 


muffin tins or small cans 

paints (acrylic) and plastic spray 

SCISSOTS 

vegetable coloring or thinned tempera paint 


Procedure (See Figure 4-7.) 


T: 


After folding, dip a point of the paper into a color. The color 
will soak up slightly into the paper. 

Remove the paper and blot the excess color out between 
sheets of newspaper. q 


. Dip the paper into the next color, blot, and continue in this 


manner. 

Be sure to dip both points and side edges into various 
colors. 

Leave some spots undyed for variation. 

Also, use the tops of the dye bottles, or droppers to press 
point the paper (making sure the color goes through all of 
the paper) for strong color spots. 

When the color dipping is finished, dry out the paper and 
then iron it flat. 


. Papers can be sprayed with a plastic finish, covered with an 


acrylic medium (vegetable dyes do run), or covered with 
plastic crystals and baked in the oven. Small 4-inch square 
designs can be used as jewelry pieces or as Christmas tree 
decorations. 

Folded and dipped rice paper can be used to wrap special 
gifts. The designed papers are treasures to keep, share, and 
exhibit. They can be used also as greeting cards; carton, 
box, can, or book covers; notebook covers; bookmarks; and 
program covers. 
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10. For variation, try this: place lots of newspaper on the table 
and a small amount of household bleach in a small pie tin. 
With a cotton swab, draw with the bleach on some colored 
tissue or construction paper for some unique effects. 


PAPER MOSAIC 


Historically, the mosaic has its roots in the early years of 
Christianity. It.was used as an art form to both educate and 
adorn the walls of churches and palaces. By definition, a mosaic 
is a painting or image created by embedding small pieces of 
colored stone or glass or other material into the surface of a wall 
or ceiling. Each piece is fixed in close proximity to the next 
piece. For classroom mosaics, many rich and varied effects can 
be created by using visually interesting papers, mirrors, stones, 
woods, tissues, and foils and other reflective or shiny papers. 


Supplies Needed 

variety of papers with shiny, dark, and light values; bright and 
dull, opaque, transparent colors; rough and smooth textures, 
and varying thicknesses 

colored paper scraps, gift wrapping, and lightweight cardboards 

colorful magazines and heavier weight papers 

colored tissue papers, foils, and construction papers 

rubber cement, paste, or glue 

SCISSOTS 

a cardboard or paper surface 


Procedure 

1. Plan a light sketch on a backing surface. 

2. The teacher should be certain that sufficient motivation has 
provided the class with interesting subject ideas. Mosaics 
can relate to either contemporary or historical themes. What 
an excellent opportunity to study the mosaics of the medie- 
val world! 

3. After all the papers have been selected, sorted, and cut into 
squares of varying size or into other small shapes, the pasting 
of the squares is started. 

4. Give attention to all the qualities of good design in compos- 
ing an arrangement. This would include light and dark, repe- 
tition, harmony, spacing, distribution of colors, and the 
student’s intuitive sense of good design. (See Chapter 3, 
“The Language of Design’) 

5. Leave a small amount of space between the pasted pieces. 
This is what gives the effect of a mosaic. 

6. Fill in the surface with colored papers until the mosaic is 
completed. 


4-8 Papers of all varieties are cut 
into small shapes and glued to a 
surface design in paper mosaics. 





COLORED TISSUE PAPER PICTURE 


Pieces of colored tissue paper glued to a backing make an 
extraordinary picture. The brilliant colors of the paper and the 
transparent quality of tissue as it is overlapped make this pro- 
ject an excellent vehicle for studying color, arrangement, and 
composition. It is an excellent experience at any grade level. 
Since the tissue paper color runs when wet, a variety of third 
colors will develop as two colors are overlapped during applica- 
tion with the glue. Color blending and crumpled textures will 
add new dimension to the tissue paper picture. 


4-9 Can you guess where this 
humorous-hatted character ts strut- 
ting to? Transparent tissue paper 
forms are torn and cut, and then 
brushed with thinned glue to a 
backing. 
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Supplies Needed 

colored tissue papers 

foils, cellophanes, and gift wraps 

SCISSOTS 

medium-sized brush 

a mounting surface such as poster board, oak tag, cardboard or 
any heavyweight cardboard painted white, or a glass or 
plastic bottle 

white glue that can be thinned 


Procedure « 

1. Cut or tear tissue paper into interesting shapes. 

2. Put an arrangement together spontaneously. [his project can 
be handled in an imaginary way with an emphasis on inven- 
tiveness. Teachers should always keep in mind that original 
thinking and inventive ideas are two consistent objectives in 
art thinking. A second approach is to plan an arrangement 
ahead of time by sketching out a basic idea (such as a land- 
scape or still life) and work out many of the compositional 
challenges before gluing the tissue paper into position. 

3. When the material is assembled, the gluing process can be- 
gin. Paint the surface first with slightly thinned white glue, 
press the tissue into place one piece at a time, and then 
carefully paint the white glue over the placed pieces of tis- 
sue. 

4. Continue the process until the entire picture is completed. 
Keep in mind that overlapping the tissue pieces will create 
new color relationships through the transparent combina- 
tions of mixing by overlapping. 

5. As an added technique, the tissue paper picture can be com- 
bined with pen-and-ink drawing on the surface. 

6. This project enables the teacher to discuss various design 
fundamentals: color mixing, intensity, and value; repetition; 
and arrangement on a two-dimensional surface. 


STUFFED PAPER CREATURES 


Brown wrapping paper or white butcher paper makes an 
excellent material for creating instant large animals, people, and 
other creatures that can be stuffed and closed. One objective in 
this project is to increase manipulative ability. It is also a direct 
way to make a large figure and understand body proportions 
and placement. 


Supplies Needed 
brown wrapping, white butcher, or colored wrapping paper 
newspaper 


paint, brush, colored tissues, and marking tools 
SCISSOTS 
stapler or needle and yarn 


Procedure 

1. Draw the shape of a fanciful creature or animal on a flat piece 
of wrapping paper, or have the student lay down on the floor 
while a helper draws around him. (Remember that the paper 
has to be sturdy enough to contain the wadded newspaper.) 

2. When the outside shape is completed, cut it out and place 
it on a second identical sheet of paper. Cut the second shape. 

3. Pin the sides together, or staple them, but leave an opening 
into which the newspaper can be inserted as stuffing. (Small 
torn pieces make a good stuffing.) 

4. Before the animal, bird, figure, or fish is stuffed, the student 
may want to decorate the surface. Paint, draw with felt-tip 
pens, paste cloth or papers on, or use any imaginative means. 
A student completing a self-image should be encouraged to 
examine and include all body details. Close the body by 
stapling or sewing. 

5. Colored tissue papers cut into strips and curled make good 
appendages. 

6. Buttons can be used for eyes and straw for hair. Shredded 
newspaper makes good furry parts. 

7. Good sources for inspiration include the piñatas and other 
stuffed paper products that are made in Mexico. 


4-10 All kinds of paper shapes 
can be easily stuffed with bits of 
newspaper to become creepy crea- 
tures and imaginative sculptures. 
See Figure 4-10. Loosely tied, the joints permit movability if These crepe paper examples have 
added paper details. Loose joints 
permit mobility for marionettes. 





4-11 Paper and cardboard can 
rapidly transform the environment. 
Learning units are enhanced with 
imaginative cut-paper murals. 





you wish to suspend them from the ceiling or use them with 
string for marionettes. 


PAPER ENVIRONMENTS 


Decorating with cardboard and paper is an amazingly rapid 
way to transform the classroom into a completely different 
space. Large cardboard boxes can be obtained from furniture 
stores or other places that use containers. Cardboard works well 


4-12 Fairy tale castle made from {~ y y 
combining found materials. Ar- a ae 
chitectural models can be realistic 
or imaginative. Salt ceramic figures 
appear at the door. 





as an environment changer, as it quickly covers large spaces. 
Heavyweight cardboards can be slit and fit together to build 
forms up and around. Papier-maché can be combined with 
cardboard to round out edges and provide additional covering. 

Students can collectively participate in constructing such 
space structures. [hemes can relate to theater sets, historical 
places, stories, covered with paintings or photographs, spatial 
concepts, and imaginative ideas. 


Supplies Needed 

clear plastic sheeting 

large, flat pieces of cardboard and boxes of all sorts 
scissors and dull knives 

paint and brushes 

papers of all sorts 

wire that bends easily 


Procedure 

The interior shape of the classroom can be changed by hang- 
ing interesting shapes cut from cardboard or plastic from wires. 
This can be done by stringing wire through a cardboard and 
attaching the wires to the sides of the walls. Individual wires 
can also be attached to each cardboard shape and hung from 
light fixtures, or from any other hooklike spots in the room. 

Stand-up cutouts can be made by attaching a cutout to a base 
made from wood or cardboard. Slit the base and insert the 
cutout at right angles to the base. Butcher paper can be un- 
rolled, decorated, and hung on a wire to make an effective 
screen. Clear plastic can be painted or doubled, filled with air, 
and sealed with heat from an iron to become giant floating 
shapes. 





4-13 A paper family enjoys its 
cardboard furniture in a shoe box 
lid. Such simplified environments 
are in scale with the child and 
stimulate role playing and imagina- 
tion. 
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4-14 Masks as disguises or new 
identities can be invented by per- 
forating, rolling, fringing, and 
curling sheets of paper. 





PAPER MASKS AND COSTUMES 


Children delight. in creating illusions with masks, hats, over- 
sized glasses, and costumes and, thus, in instantly changing and 
freeing their image and personality. Magic, masks, and cos- 
tumes have always been part of the mystery of rituals and 
ceremonies of societies throughout the world. In primitive 
times, masks and costumes were thought to provide contact 
with the spiritual world. As in ancient times, they were thought 
to help the wearer to ward off evil spirits, bring rain, drive away 
disease, tell stories, aid harvests and protect against the un- 
known. The artistic ceremonial masks made by Asians, Eskimo, 
and North American Indians are still in use today. Masks and 
costumes relate to disguises, theater, religion, battle, comedy, 
folk tales, and mythology. Plan to study these historical masks 
as they help bridge cultures from different times and places. 

Masks and costumes can transport one into the world of 
make believe. Dramatically become a monster, a clown or a king 
on command, whether for a play, a party or just for fun. The 
mask, costume, and role-playing will spark many adventures in 
imagining. 


MASKS 


Supplies Needed 

brown wrapping, colored wrapping, or white butcher paper 
colored construction, or oak tag paper 
brushes 

paint 

paper bags, cardboard 

paper plates 

papers 

scissors 

stapler 

decorative yarns, buttons, and scrap cloth 


Procedure 

1. Masks can be constructed out of paper bags, paper plates, 
construction paper, oak tag, or cardboard. Exaggerate the 
features when designing unique, clever masks. 

2. Space for the eyes is determined by holding the plate, card- 
board, or paper up to the face and feeling for the distances 
between the eyes, nose, and mouth. Mark them. Provide for 
large enough holes to be able to see well, breathe, and speak 
easily. (Or, build a partial mask such as Super Sunglasses.) 

3. When paper bags are being used, the eyes, nose, and mouth 
are cut from a wide side of the bag. When cardboard is used, 
fold it down the center as ina “V” shape. Cut out the spaces 


for the eyes and mouth. Put your imagination to work as you 
invent and decorate this special character. 

Imaginative appendages can be added, such as a nose flap 
crown, beard, or eyelashes that have been cut from fringed 
paper. (See Figure 4-14.) 


Alternate Procedures 


ale 


Masks can also be made over balloons with papier-macheé. 
Or a model can be made in plasticene relief and then covered 
with papier-mache. (See page 101.) 

Large balloons are blown up (these will later fit over the 
head). Prop the balloon in a plastic bucket or small cardboard 
box so that the balloon stands upright. Do not papier-maché 
around the base of the balloon; this part stays open and will 
go over your head. Use paper strips and apply the papier- 
maché. Leave the balloons propped up in containers until 
they are air dry (in a few days). Paint them. 


. The plasticene form is made flat against a cardboard, bas- 


relief style. The facial features are built up in relief to for 
the mask shape. 


. Grease the plasticene before using it so that the mask can be 


removed from the model. Do not grease the balloon. 


. This plasticene model can be used for many successive 


masks. For example, after it has been greased, papier mâché 
is used or plaster can be dripped over the plasticene to cover 
it. This is the plaster of Paris technique. 


. Paper toweling makes a very effective paper for masks of this 


sort in papier mâché. Tear the toweling in thin strips or small 
pieces; the papier-maché forms well over the smaller details. 
Finish the masks by painting inventive designs and gluing on 
decorative elements such as straw hair. Remove your mask 
from its propped up position. Wear it and scare your friends. 
(See Color Figure 2.) 


COSTUMES 


Procedure 


I 


5 


Measure off a sheet of Kraft or butcher paper from a large 
roll and cut it double the size of the child. 


_ Fold it and cut a half-moon or half circle into the center of 


the folded portion. (This is where the child’s head goes 
through. Be sure to allow enough room.) (See Color Figure 
3.) 

Sew or staple closed the sides of the paper. 

Remember to leave openings for the arms. 

Paint and decorate the surface of the costume and paste on 
pieces of brightly colored cloth, papers, or yarn. 


. Attach fringed paper or paper strips, shapes, or other cut 


forms. 
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7. Make costumes also from old shirts, old sheeting, dresses, 
pants, or coats. 

8. Cut interesting shapes and forms from scrap material and 
sew them on to old clothes to change them into exciting 
costumes. 

9. Large-sized paper bags are good foundations for instant 
small folk costumes. These can be easily decorated and 
painted. 


` 


Designing Surfaces with Collage, 
Montage, and Decoupage 


Surface decoration is a very old craft. It is thought to have 
originated in Venice, Italy, in the seventeenth century when 
Venice led all European cities in printing. These prints were 
adhered to permanent surfaces. The art soon spread to France, 
England, Germany, and other countries. 


COLLAGE 


Collage originally began as a folk art many years ago. People 
would cut various kinds of papers into designs and add them 
to message cards. Other items were also used, such as cloth 
scraps, velvet, a piece of lace, an unusual button, bright yarn— 
anything that could be glued down. Today, if you visit an 
antique shop, you may discover a scrapbook from the past filled 
with delightful odds and ends, precious savings from another 
age. These have been randomly pasted into the book and create 
a handsome visual combination. 

Collage has also been a favorite torm among fine artists. 
Pablo Picasso and Georges Braque are well known for adding 
paper, cloth, and various objects to their painting. This was 
quite an innovation for the artist of fifty years ago. Henri Ma- 
tisse carried the art even further during the twilight years of his 
life; when his fingers were too crippled with arthritis to hold his 
brush, he cut out large colorful paper shapes and made beauti- 
ful cut-paper murals. 

The collage principle is challenging for any age group. It 
requires one to be resourceful in saving mementos and search- 
ing for and collecting collage materials. Introduction to the ex- 
perience includes discussing tactile and textural qualities, color 
relationships, and organizing one’s designs. Discuss such words 
and their meanings as furry, coarse, hard, and delicate. How can 
materials be placed together to express a mood? Can you be 
selective and experiment to organize a pleasing design? Can a 


collage stimulate the eye? Think of how wallpaper, feathers, 
shells, sandpaper, candy wrappers, tickets, magazine pictures, 
and your photographs can create unique collage pictures. 

Surface decorations can be applied to paper, cardboard, 
boxes, trays, lamps, shades, or furniture. Decorations can be 
glued on or held on with a self-adhesive, clear vinyl paper. (See 
Figure 4—4) 


MONTAGE 


Montage provides the students with an opportunity to select 
and work with a multitude of images found in magazines, post- 
cards, calendars, and newspapers. The student must search for 
and discover interesting images, and then select the most visu- 
ally appropriate ones and place them in an unusual relationship. 
This project encourages the student to engage in a visual search 


Vhe Kachina Chow Hound 





4-15 For “Chow Hound, © 
magazine images suggest an in- 
friguing surrealistic design. 
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for intriguing relationships for images that have no relation to 
their original contexts. When enough interesting images are 
collected, the project can be started. 


Supplies Needed 

magazines, newspapers, calendars, and postcards 

a mounting surface, such as sturdy paper or cardboard 
rubber cement, paste, or clear vinyl paper to cover 
SCİSSOTS 


Procedure. 

1. Find interesting visual images in magazine photographs, and 
so on. Any printed image will work. 

2. While looking for potential subject matter, consider possible 
relationships for combining apparently unrelated images. 

3. One might emphasize a current social theme and present a 
message. For example, some are suggested here: The Energy 
Crisis, Patriotism, Pollution, Smoking, Lines in Space, A Space 
Odyssey, Letters Can Be Fun, Superrace Cars, Food and 
Health, Circus Delights, Summer Adventures, Our Loving 
Pet, Happy Hours, Optical Inventions, Our Trip to the An- 
tarctic, and Inside the Earth. 


SURREALISTIC MONTAGE 


Develop a surrealistic theme. Surrealistic artists, such as Sal- 
vador Dali, Rene Magritte, Marcel Duchamp, and Yves Tanguy, 
tried to present superreal images, or images that related more to 
dreams, fantasies, and the unconscious. In this context, things 
could go together that normally would never go together. This 
problem is best approached if we consider the following: (1) 
distortion of the normal to exaggerate an idea; (2) images out 
of their usual context; and (3) unusual size relationships. 

Other themes that would work well in this type of problem 
could deal with mysteries, adventures, takeoffs on commercials, 
exaggerations of television programs, or political variations. 
This problem is ideal for encouraging visual awareness, idea 
pushing, and putting unusual relationships together, all of 
which are fundamental to thinking about art. (For further ideas 
dealing with surrealism, refer to Chapter 12, pages 398-400.) 


PAPER AND FOUND OBJECT COLLAGE 


In collage, small pieces of material, including papers, buttons, 
pins, sticks, and seeds, are arranged on a surface to create a 
pleasing composition that can be either pure design or contain 
subject imagery. Emphasis in a problem of this nature is on 
developing one’s design experience and gaining insight into 


compositional arrangement, two of the fortes of the artist. We 
would all like to know the secrets of putting a “picture” 
together. This problem provides practice in composing the de- 
sign elements of line, shape, texture, color, and space. 


Supplies Needed 

a mounting surface such as grocery cardboard or any heavy- 
weight paper 

pieces of cloth, buttons, seeds, metals, foils, photographs, 
grasses, flowers, nuts, feathers, furs, and sand 

rubber cement, paste, or clear vinyl paper 

SCISSOTS 


Procedure 

Essentially, this problem can be handled from a composi- 
tional standpoint. Interesting shapes are cut or torn from paper 
and arranged on the mounting surface. In addition to papers of 
all sorts, the other materials mentioned can be combined with 
the paper to create the collage. Methods for making collages 
include overlapping, spatial arrangement, repetition, and using 
textures of various sorts. 


PERSONALITY COLLAGE 


Another variation on collage is the personality collage. Each 
child stands in the pathway of the light from a projector so that 
his image is projected against a wall. A partner draws around 
his silhouette on a large piece of kraft or butcher paper. This 
becomes the mounting surface. The teacher then encourages the 
children to search in magazines for both words and images that 
best express the idea, “Who am I?” The student selects all the 
printed words that he feels he is, or would like to be. “The Real 
You” or “The Future Me” could be titles for the personality 
collage. These collages often reveal hidden feelings concerning 
the student. (See Figure 4-16.) 


DECOUPAGE 


Many students enjoy keeping paper mementos of past events 
and special occasions: restaurant menus, circus tickets, candy 
wrappers, train tickets, and favorite photographs and drawings. 
Doing decoupage on a board with a collection of nostalgic items 
enables one to keep such mementos intact. 


Supplies Needed 

mementos: papers, photographs, and drawings. 

clear vinyl, liquid plastic (clear gloss), varnish, or thinned white 
glue 


4-16 “The Real You” collage 
reveals your innermost wishes and 
dreams with magazine words and 
images. Head silhouettes as well as 
large dancing figures can be made 
by the student standing between the 
paper and a light source. 


Happinet a. 


JENJOY ` 
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scrap wood pieces (lumberyards are good sources) and old 
boxes 

brushes l 

wood stain (coffee or tea stains work) 

rags 


Procedure 

1. Select an interesting piece of wood. 

2. Brush over it with a thin coat of tempera. The paint will 
accent the grain of the wood. Rub off excess paint while it 
is still wet. 

3. Cut or tear the edges of your papers for an interesting 
effect. With proper supervision, paper edges can be held 
over a candle and gently burned to make them look very 
old. 

4. Arrange the papers on the wood in a well-composed design. 

5. Brush the selected decoupage mixture on the wood—the 
vinyl, the polymer, or the glue. 

6. Brush the papers with the mixture as they are placed on the 
wood. Press the papers from the center out to make them 
lay flat. 

7. Cover the entire surface again with a coat of the working 
liquid. 

8. Let it dry. 

9. For an antique look after the photographs or other papers 
have been glued down, cover their surface with either a 
wood stain or a wash of coffee or tea. 

10. Apply the final coating. 
11. To hang the decoupage, place a soda pop can ring on the 
back of the wood with a thumbtack through the metal. 


Papier-Maché 


Papier-maché is an exciting medium that is used frequently 
today by artists, teachers, craftspeople, and students. It is an art 
method that builds a form in three dimensions or in low relief 
(flat). The term is French, and means “paper pulp.” It was 
especially popular in France during the seventeenth century. 
The material itself is inexpensive and readily available for class- 
room use. In addition to the French, the Chinese, Japanese, and 
Mexicans use papier-maché consistently for festival masks, 
ritual animals, and related holiday themes. Many commercial 
products from these countries also utilize this favorite form of 
art expression. Tiny figures as well as larger-than-life creations 
are made for religious festivals and special holidays. 

For classroom use, both individual or group projects can offer 








challenging and versatile ideas. Papier-maché is an excellent 
discovery material that is suitable for any grade level. Each 
teacher must plan for an art project that can be understood at 
a specific level. (See Figures 4-17—4-22.) 


PINATAS 


Many classrooms celebrate festivals and holidays with vari- 
ous kinds of papier-maché piñatas. The original pinata is said 
to have originated in Italy during the Renaissance when it was 
used for entertainment at masquerade balls. The custom spread 
from Italy to Spain and from there to Mexico. The Mexican 
pinatas are fanciful creatures, sometimes traditional in design 
but often imaginative and humorous to delight children during 
the holidays. 

The pinata is a container filled with candies or gifts and 
covered with papier-maché and fringed colored paper, usually 
tissue paper. The papier maché is shaped into animals, balls, 
stars, and original shapes. The tissue paper is fringed and glued 
on in layers to cover the shape. The pinata is hung from the 
ceiling; the children are blindfolded and take turns trying to 
break the pinata with a stick. Often, someone holds the rope 
attaching the pinata and pulls it up and down through a pulley 
device so it is more difficult to hit. There is much laughing and 
anticipation as the pinata breaks and everyone scrambles for the 
candies that fall to the floor. 

The last pinata of the season is broken on Christmas Eve in 
Mexico as a way of saying noche buena, or “good night,” at the 
party after the Midnight Mass and traditional feast. 


4-17 = Papier-maché has a great 
variety of uses in the classroom. 
Jars and cardboard make good ar- 


matures. 
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4-18 This teacher is holding a 
figure built over a chicken-wire ar- 
mature. The person at the right is 
using an old bucket as a base for a 
planter. 


PAPIER-MACHE PROCEDURES 


Supplies needed ` 

newspapers, including white paper towelling for the final coat 

armatures 

wallpaper (wheat paste) paste thinned to a smooth consistency; 
paste ‘substitutes include flour and water (about 1 cup of 
water to 1/4-cup flour), liquid starch used full strength, or 
one part white glue to five parts water mixed well (if using 
flour and water, add 1 tablespoon of salt to the mixture to 
prevent spoilage) 

shallow bowls 

finishing paints (tempera or acrylic) and felt-tip pens 

large brush for surfaces and small pointed brush for details 

clear varnish, shellac, or plastic spray 

scrap and found materials: yarn, lace, braid, feathers, cloth, and 
old jewelry parts for accessories and finishing 


Types of Armatures 

Armatures can be made by crumpling paper into a ball or 
other bulky forms to suggest a basic body shape for an animal, 
human, or insect. Newspapers can be rolled into tight coils and 
taped together. By inserting coat hangers or other pliable wire 
inside the paper coils, the coils can be bent and will hold their 
shape. In the absence of wire. string can be brought taut and 
tied around the legs or head of construction to keep the forms 
in position for applying papier-maché. Bulk forms can be tied 
on or taped together with dampened paper kraft tape. 

At the primary levels, in particular, papier-maché can be 
begun more successfully by using bottles or other preformed 





shapes for support. The following armatures are suggested for 
all levels. 


10. 


I1. 


12: 


Utilize a liquid detergent bottle for a figure shape. Plastic 
bottles provide a ready base for figures and permit a sup- 
porting weight for balance. Add a small amount of earth 
inside the bottle to stabilize it. 

Use a bowl for a bowl form or plastic plant pot for a basket 
form. 

Ice cream containers and different-sized cans also make 
solid supports and are light enough to leave inside the 
construction. 

Small balloons blown to not more than 5 inches in diameter 
can be utilized as an armature, but be certain that the scale 
does not get out of hand, or completion of the project will 
require too much class time. 

Aluminum foil can be bunched easily and retains its shape. 
Paper milk cartons, Styrofoam balls, and the end rolls from 
paper towels are good foundation supports. 

Small jars and cans can be taped together and built high as 
a foundation for larger candleholders. Papier-maché holds 
firm when dry. Add lace and cardboard designs during the 
paste process. 

Musical maracas are built over burned-out light bulbs, 
cans, or gourds. Papier-maché over the forms and let them 
dry. When dry, hit the bulb maraca against the floor to 
break the glass bulb that is inside. You will hear the broken 
glass when you shake the newly formed maraca. Or fill a 
juice can with some beans or rice and papier-macheé over it. 
Laminated papers are pasted together while flat (layer upon 
layer). About four layers work well. Cut out outside shapes 
and form three-dimensional designs while the mixture is 
wet. Use waxed paper under laminated forms for protection 
from sticking. 

Finger puppets can be made by binding dampened sticky 
brown tape (sticky side facing out) around your finger to 
form the core. Add bulky crumpled paper right to the sticky 
core. Secure it with tape or string. Proceed as before for 
finishing. 

Asbestos-pulp or sawdust mixed with wheat paste for a 
thick mixture works well for modeling small figures and 
details. The mixture may also be used as a final coating over 
a base shape. Use a wet finger to smooth the final texture. 
Yarn, cloth, and lace can be dipped into paste or starch (or 
plaster) and draped over bulky three-dimensional forms. 
Use waxed paper underneath and allow to dry. 


Procedure 


L. 


Tear newspapers into narrow strips, about 4%4-inch wide, 
and pull them through a shallow dish containing a mixture 
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4-19 Bottles become fanciful 
friends in a variety of sizes and 
shapes when combined with papier- 
maché and paint. 


4-20 Masks, globes, or sculp- 
tures can be made by placing papi- 
er-maché over balloons. Note the 
stamped-leather necklace. 
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of wallpaper (wheat) paste and water. (The mix is sifted 
into water until a smooth paste forms that is not too thick. 
Water may need to be added during process as paste has a 
tendency to dry out during use. Keep the mix the consist- 
ency of cream.) Coat the paper with the paste, and wipe off 
the excess with fingers. 

Carefully wrap the strips around a supporting armature or 
foundation, selected from those mentioned here. 

The underlying foundation will determine the final shape. 
A substitute paste may be made from a dry starch and water 
mixed to a thick consistency. A thick starch paste will dry 
rock hard. Liquid starch is often used. 

Apply approximately three layers of paper. The layers of 
paper can be counted when different types of paper are 
used for each layer. Newspaper, and toweling are two types 
of paper that are commonly used. Apply strip layers in 
various directions for added strength. 

Permit the paper to dry thoroughly in the air for several 
days. Prop the armatures up on bottles, buckets, and boxes, 
then the air can ‘get underneath and inside. Propping also 
keeps the shapes from rolling about. 

Remove the object. Sandpaper the surface where a smooth 
texture is desired. 

If large balloons are used, they may fit over the head. Find 
where the eyes and nose go and insert holes, or cut the 
balloons in half vertically. Each student uses half a balloon 
for a face mask. If forming an Easter créche, cut an opening 
in the egg shape. 

If the papier-maché construction is to be a puppet, insert all 
the hanging wires or dowel rods during the wet stage. 
Be certain to smooth all cracks and loose edges on the final 
paper coat. 
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After the paste is dry, cover the papier-maché with a single 
coat of white paint, thinned plaster, or use regular white 
acrylic-based wall paint. Gesso is another good base coat, 
and a gesso substitute is made from spackle (a plaster patch 
for walls) mixed with water to the consistency of paint. 
Then decorate the shape with painted designs. If tempera 
paints are used, add some starch or white glue for perma- 
nence. Acrylic paints are permanent. If plain tempera is 
used, finish with a spray plastic, shellac, or varnish coat. 
Allow the paints to dry thoroughly and decorate the shape 
very carefully with a brush. Many good results are often 
smeared by rushing to get finished. Patience and care 
should be stressed at all times, in order to ensure a satisfy- 
ing, well-organized result. 

Do not let the papier-maché get so large that it takes 
forever to do it, unless two or more students are working 
on the same form—such as on a globe or a large animal. 
Do not mix the paste too thin, or it will puddle up the form 
and will not hold. 

Add a touch of liquid detergent to tempera to make clean- 
ing up easier. 


PAPIER-MACHE PULP 


The ingredients here are the same as for maché, but the 


mixture is worked wet. The technique is good for small sculp- 
tures or adding details to larger forms. 


Procedure 


T. 
2. 


Tear paper into 12-inch pieces or smaller. 
Place the pieces of paper in containers and cover them with 
water. 


. Add 1 teaspoon of salt to each quart of pulp to prevent the 


pulp from spoiling. 


4. Let the mixture stand overnight or longer. 


Q 


Squeeze out any excess water from the paper pulp and add 
wallpaper paste. (1 cup of paste [flour or plaster] to 5 cups 
of well-mixed pulp). Blend well. (Add tempera paint for 
desired colors.) Plaster dries quickly. Or add starch. 
Model with the pulp to create the desired form. This process 
is recommended for facial details and small, sculptured 
forms. 


LOW RELIEF FORMS (FLAT) 


For those times when you want to build a three-dimensional 


design from a flat surface, use this procedure. It is excellent for 
building around box shapes, for creating wall plaques, for 
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4-21 Signs and messages become 
hard in papier-maché. This one, 
nestling in an old picture frame, is 
made with Styrofoam (meat tray) 
letters and shapes under paper-ftow- 
eling maché on a cardboard base. 





building small mobiles and jewelry, for making notebook cov- 
ers, and for designing permanent messages for cards. 


Procedure 

1. Cut bird forms, leaves, and flowers from several layers 
(about eight) of newspaper, or cut out cardboard or Styro- 
foam shapes. 

2. Saturate each shape with mâché paste. 

3. Lay the shapes flat together one on top of another, to create 
“steps” for a three-dimensional effect and wrap a last coat- 
ing of paper toweling strips over all the layers. 

4. Add string with white glue to the edges of the forms to raise 
them, if desired. Let it dry for a few days. 

5. Use shapes as individual hanging mobiles or jewelry or glue 
the forms to a flat cardboard box surface and paint them. 
(These can be glued around surfaces as magic boxes or hung 
as three-dimensional wall plaques.) 

6. Insert a wire in the back for hanging. 


PROJECTS WITH PAPIER-MACHE 


The following are some suggestions for workable projects in 
papier-mache: 


1. Masks of all sorts (Halloween or party): papier-maché is a 
good, basic, inexpensive form especially suited for young 


children. 


2. Puppet heads: balloons are good starters (covered with 5- 








inch-long paper strips), as are light bulbs or Styrofoam 

balls. 

Figures. 

Farm or jungle animals. 

Storybook characters. 

Candleholders, wall decorations, and ring stands. 

Insects, animals, birds, and flowers, all related to study 

units. 

Globes and backgrounds for dioramas. 

Mobiles. 

10. Mexican pinatas are favorites. Instead of painting the final 
form, cover it with glue and pieces of brightly colored 
curled tissue paper. Pinatas can be used in celebrations at 
any time of the year, especially at Christmas. 

11. Easter egg crèche. 

12. Christmas decorations. 
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13. Jewelry designs to be worn. 


Checkpoints 


Organize the lesson carefully. Plan sufficient supplies (news- 
papers); provide about 2 hours to complete the armature and 
paplier-mache. 


1. Apply paste-saturated strips to the armature firmly, but 
avoid getting the form sopping. 


4-22 During a papier-mache 
workshop, students surprised the 
teacher with a look-alike life-sized 


figure in stuffed clothing surrounded 
by friends. 
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2. Secure the legs or appendages to the body of the construc- 
tion with tape or string, so they will not pull apart. 

3. Use white toweling or plain newsprint for the last coat. 
White glue thinned with water and torn colored tissue 
make a good finish coat also. 

4. Allow enough time for thorough drying so that the paint 
will not crack after it dries. Papier-mache dries in a couple 
of days. 

5. White water-based wall paint (in gallon cans) makes a good 
thick foundation paint to use after the papier-maché has 
dried and before the final decorative paints. Normally, it 
dries in an hour. 

6. Keep the paint thick enough to cover the finished papier- 
maché form. A small amount of white glue added to the 
tempera paint will prevent cracking. 

7. Keep projects light in weight if they are to be hung or 
carried (such as puppets), but heavier if they are to stand. 

8. Helpers (older students) can assist the class members with 
armatures and aid with cleanup. 

9. Newspaper has a grain; therefore, try ripping paper from 
the fold down. The paper should tear easily and in straight 
strips. 

10. Heads and other round shapes dry out well when placed 
over the top of a bottle or the shape sits in a box or bucket. 
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Puppets 


Play-acting puppets are like fantasy little friends. They look 
and pretend they are alive. Puppets, as expressive theater, invite 
children to act-through, identify with, become like, invent, ani- 
mate, and imitate dynamic characters as well as act out real or 
make-believe situations. In this special, personal world, the 
child has complete control over what the puppet becomes, does, 
and says. Puppets have fresh new charm and appeal for all. 
Identifying with the invented life of the puppet and the per- 
formance of the puppeteer is fun for everyone. 

Often, puppets are expressions of our innermost selves; of 
our desires, and reflect our dreams and wishes through natural 
and exaggerated action. When we watch children perform, we 
are catching a rare glimpse of their true feelings as they project 
and reveal their personalities through puppets in unique ways. 
Even the quietest students, the students with speech difficulties 
Or special problems, come alive through the puppet and his 
world. During play dramas, we are sometimes suprised at the 
attitudes, expressions, interchanges and social resolving that 
takes place. We, as teachers, should provide such “pretending” 
opportunities for all students. 

The production of a performance requires planning and coor- 
dination. Beginning with the concept, writing the original story 
and script, inventing and constructing the puppet, making the 
parts movable, designing the stage environments and props, to 
practicing the disguised voices required, makes this an exciting 
and memorable experience. 

Puppets are one of the initial art experiences in our work- 
shops and we provide a portable stage available for use all of 
the time. Everyone invents and performs with their puppet 
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5-1 Puppets are fun for everyone 
and challenge each child to be crea- 
tive as an artist and actor. This 
stage is three wood frame panels 
hinged together to permit portabili- 
ty. Large sheets of paper were sta- 
pled to the frame. 
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both individually as well as in a group. Whenever there is time, 
students are encouraged to quietly participate in puppet pro- 
ducing. As an audience is desirable for puppet theater, students 
can reverse their roles. At times they are actors and other times 
they are audience. In both places, a great deal of artistic, emo- 
tional, and social learning takes place. Opportunies for spon- 
taneous as well as rehearsed plays are always there. 


History of Puppets 


The history and development of puppets are fascinating. 
Throughout civilization, puppets have been a favorite form of 
entertainment and communication. The term puppet is derived 
from the Latin pupa, which means “doll.” Puppets have been 
found in ancient Egyptian tombs. Greek literature as early as 
300 B.c. speaks about “string puplers,” perhaps puppeteers. In 
children’s graves in Greece and Italy (circa a.D. 100) small 
jointed dolls with a wire attached to the head have been found. 
After the fall of the Roman Empire, the puppet theater kept the 
traditions of the empire alive. Various parts of Europe had 
puppet heroes who acted and performed like the people of the 
area. Many countries had touring puppet theaters, and towns 
were noted for puppet types. For instance, in Barcelona, Spain, 
the hand puppet was favored. In Cologne, Germany, the rod 





puppet was popular. Voltaire, the French philosopher and play- 
wright, assisted with private puppet theaters in the castles and 
palaces. The German poet Goethe was inspired by a puppet 
theater gift on his twelfth birthday to write his own plays for 
it. Perhaps it was this gift at this time in his life that motivated 
his love of writing poetry. It is said that Lewis Carroll and Hans 
Christian Andersen were creators of toy puppet theaters and 
small hand puppets. 

The puppet Polcinella came to France from Renaissance Italy 
in about 1640, where he was known as Polichinelle. He per- 
formed in England, in 1660, it was there he became known as 
Punch. In 1828, a play about Punch and Judy was published in 
England and was illustrated by the artist George Cruikshank. 
The famous story line of Punch and Judy shows Punch fighting 
with his opponents and knocking them out. The conclusion of 
the show has Punch either victorious over the devil or being 
swallowed by a kind of crocodile character. This “moral” story 
has enchanted children of all ages for centuries. 

In America, it is said that the Indians used puppets before the 
coming of Columbus. Puppets have long been a favorite form 
of entertainment. At the turn of the century, puppets were 
popular in circuses and fairs, schools and townhouses, and in 
parks and street shows. Condensed versions and interpretations 
of old-fashioned dramas were presented. Gradually, greater 
skill and artistry were incorporated; artists and writers used the 
puppet theater as an introductory form of their works of art. 
The professional puppet theaters of today are extensions of this 
form of artistry. 

Perhaps our most well-known puppets today are those that 
appear in television productions such as “Mr. Rogers’ Neigh- 
borhood” and “Sesame Street.” There are other names to be 
remembered in the American history of small puppet theater. 
These include the Chicago Little Theater (1915); the string pup- 
pets of Ellen Van Volkenburg and of Tony Sarg, New York 
(1916); Remo Bufano, New York; Forman Brown and Harry 
Burnett and their “Turnabout Theater” in Los Angeles; of Burt 
Tillstrom’s “Kukla, Fran and Ollie’; Buffalo Bob Smith’s 
“Howdy Doody”; Sherri Lewis’ “Lambchops”; Paul Winchell’s 
“Jerry Mahoney”; and Edgar Bergen’s “Charlie McCarthy”. 
Puppet theater is great fun as well as fine artistry. It is worth- 
while to note to students that they are carrying on an age-old 
traditional craft. 


Objectives of Puppetry 


Puppets can be integrated into the classroom art curriculum 
in many ways. The subsequent instructions for puppet con- 
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5-2 A simple square of cloth 


stuffed with facial tissue and tied 
with a rubber band is transformed 


into a delightful character. 
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an adventure that is full of suprises, excitement and artistry. 
Puppet making has many educational objectives: 


Puppets encourage inventive, open, and spontaneous com- 
munication. i 

Puppets enable the acting out of social situations and cul- 
tural differences. 


. A fourth-grade teacher has students select “careers” (what 


they would like to be when they grow up) and dress them- 
selves in clothes that are appropriate to those professions. 
The students research a profession and then communicate 
the “whys and hows” of that profession with a puppet talk. 


. A child can work out family and sibling relationships 


through puppet theater. Puppets encourage the expression 
of personal feelings, including anger, love, hope, and secret 
wishes. Puppets also can be used as an instructional tool to 
answer questions the children might have in specific subject 
areas. 


. A puppet can become a friend that goes everywhere with 


a child. 


. Inventing poems and stories to be told by the puppet is an 


important experience for children, as is creative writing and 
performing original as well as traditional plays. 


. Puppets help in the use of small muscle and hand-eye coor- 


dination. 
Puppets encourage the building of self-confidence through 
the expression of ideas. 


. Puppets provide opportunities to practice art learning: de- 


signing, modeling, painting, sewing costumes and building 
puppets and stages. 

Puppetry art can be studied as part of cultural history. 
The acting out of study areas—such as language, reading 
skills, book reports, events in history, and characters from 
books or paintings—is fun with puppets as characters. Fa- 
vorite characters from television, movies, and fairy tales can 
be assumed. 

Puppets can be used as a tool for improving speech and 
verbal skills. (Children who stutter do not stutter when 
speaking through a puppet character.) 

Puppets can be adventurers who dare to do what the chil- 
dren wish they could. 

Puppets are an introduction for the child to the theatrical 
arts and to new ideas. 

Puppets can dance and move to musical forms. 

Puppets provide for group participation and social interac- 
tion. Puppets add to holiday celebrations. 
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A “TREASURE CHEST” FOR INVENTING 
PUPPETS 


There are many ways to construct puppets, and you will want 
to build all of them and discover how they perform to meet 
your needs. Because of differences in classes, various grade 
developmental levels, and student performance, you will want 
to select an appropriate method of construction. The materials 
and tools needed are similar for most construction methods. 
Provide an available assortment of cloth, buttons, fringes, and 
so on to stimulate the children’s imaginations. Sometimes it is 
difficult to decide which materials to choose when an exciting 
selection is at hand. Sharing odds and ends extends scraps for 
eyes and other features. One second-grade girl used poodle fur 
scraps for a puppet’s beard, eyebrows, and hair. Puppets are 
such a good teaching tool that you will want to make many 
kinds during the year. 


Supplies Needed 

cardboard tubing, boxes, and paper cups 

paper plates, egg cartons, paper toweling, and gift wrap 

glue, rubber cement, paste, staples, pins, and clips 

all kinds of cloth of varied colors, patterns, and textures 

Popsicle sticks, tongue depressors, pipe cleaners, and wood 
dowels 

old gloves, socks, baby clothes, baby blankets, yarns, and 
thread, old tennis balls 

tissue paper, paper bags, stockings, fringes, felt, and lace 

rickrack, Styrofoam, sequins, cotton balls, and tassels 

fake fur, salt clay, blown eggs, buttons, pins, and spools 

containers, plastics, bells, old bows, and braiding 

feathers, string, balloon, fruit, raffia, corn husks, and reeds 

cards, food containers, cans, seed pods, ribbons, and felt-tip 
markers 

paper, cellophane, oak tag, and rice and construction papers 

scissors, tape, wooden spoons, doll clothes, and an old sewing 
machine i 


Procedure 

1. Discuss how facial features and expressions change with 
our moods, such as happiness, grouchiness, or surprise. 
Faces also change with age. 

2. How and what will project out from the head? What kind 
of costume does your puppet need? Will it be a clown, 
monster, or animal? 

3. If possible, have several good examples to illustrate your 
ideas. Decide on the type of construction and have ade- 
quate materials and tools for use. 
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Have each student decide what his or her puppet is going 
to do and how it will be constructed. 

Explore and select interesting materials that are fun to work 
with, good to feel, easily available, and suitable for your 
class. 

Keep the design and construction simple and direct. 
Study ways that peoples’ and animals’ body parts go 
together. Start with a general paper pattern for overall 
forms. If making a hand puppet, make it large enough to fit 
your hand. 

It is helpful to cut the sides and large shapes for younger 
students after they select their materials. The teacher can 
use electric scissors; or use a paper cutter with much caution 
(students must not go near it). This gets the puppet under 
way quickly. 

If a sewing machine is available, it can be used to sew seams 
for younger students. 

Old socks (chenile cloth feels good) make easy hand-pup- 
pet bodies for beginning puppeteers. 

If one wants a puppet with a stiff mouth, cardboard or 
pellon can be sewn inside the part of the head designated 
for the mouth. 

For fast construction, glue the seams. At hard-to-get-at 
places, squeeze the glue in and hold the area in tightly with 
straight pins or paper clips until it dries. On the second day, 
it is helpful to have the students reglue seams that were 
missed or did not take. White glue is a strong adhesive and 
serves the purpose well. 

Explore the kinds of theatrical equipment that are available: 
stages, tape recorders, lights, phonographs, scenery, and 


props. 


5-6 The heads of these puppets 
are made from paper pulp modeled 
over tubing. The puppet at the left 
has an open back seam into which 
the hand fits to work the arms or 
walk the legs. The puppet on the 


right is a sock puppet. 
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WHICH PARTS WILL MOVE? 


Because we have only two hands and ten fingers, we need to 
decide which parts of the puppet we will want to have move. 
This, in turn, will determine the type of puppet construction we 
will select. 


Does the mouth move? 

Do the hands, arms, or ears move? 

Do you want finger puppets? 

Does the whole puppet move, as with a rod puppet or ma- 

rionette? 

. Do the legs move to walk and dance? 

6. Do you want a body puppet? (This puppet is life-sized and 
is held on your lap. Your arms protrude into the puppet’s 
armholes, thus permitting mobility.) 

7. Do you want a shadow puppet? 


‘aa 


nN 


Much of the thrill and surprise in puppet making is in the 
creation and discovery of what will take place. It is difficult to 
decide which activity is more fun, inventing the character or 
operating and manipulating it. The children realize that the 
puppet is just a cloth or paper plate until it comes alive in a 
performance. 

To keep the spontaneity, the design construction should be 
uncomplicated—able to be completed quickly at the student's 
performance level, whether it is preschool or eighth grade. For 
instance, paper plates and potato-head puppets are easily made 
and are quick to take on vitality. Marionettes and papier-mache 
puppets are more durable and more difficult to construct (upper 
elementary grades may enjoy the challenge). Both perform with 
sparkle for the inventor and all are visually delightful. 


Basic Puppet Construction: 
Hand Puppets 


One of the most popular types of puppet construction is the 
hand puppet, a favorite of television as well as in the classroom. 
There are several variations of the hand puppet, which refers 
to any puppet that goes over the hand. Usually the head, arms, 
or mouth move; sometimes the legs and feet swing freely from 
the body. The puppet is worked from below the stage, which 
is usually a table, draped cloth, or enclosed stage. From then on, 
start gathering materials and you will soon have an exciting 
selection with which to begin. For young people, easily worked 
materials are a must. 








SOCK rT UPPRETS 


Procedure 

1. Find an interesting old sock—one that has an unusual tex- 
ture, pattern, or color. Chenille socks are a good basic 
material. (see Figure 5-6.) 

2. Have the child place his hand into the sock. The fingers go 
into the toe and the thumb is placed into the heel. As the 
child makes a fist with the hand, the puppet will come to life. 

3. Add a piece of felt at the end of the sock, for a circular 
mouth, teeth, a tongue, or other facial feature. 

4. Facial features and hair can be represented by buttons, 
beads, embroidered designs, felt scraps, rug scraps, fake fur, 
yarn, braid, lace, or rickrack. 

5. Try tying off the sock with rubber bands where you might 
want the nose, ears, or cheeks. 

6. Add body parts such as arms, hands, and legs by attaching 
felt or stuffed socks. 

7. Construct clothing with a rectangular piece of felt with a 
cutout circle for the head, cloth scraps, or old doll clothes. 

8. For variation, you can use the sock vertically; just cut a slit 
for the mouth and add an oval-shaped piece of felt. 

9. Sew the clothing seams inside out, or use white glue. Sock 
puppets are a good project for first and second graders. 


CLOTH HAND PUPPETS 


Procedure 

1. Design a puppet pattern by drawing around your hand on 
a piece of paper. (Visualize the size of the puppet body to fit 
an individual’s hand.) 

2. Leave 2 inches all around to allow for seams and a comforta- 


ble hand fit. 


5-7 Firm Styrofoam covered with 
spackle and painted is the base for 

these hand puppets. The kindergar- 
fen teacher uses the puppets to teach 
vowel sounds. 
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. Cut out the paper patterns and place them on cloth. Cut out 


cloth. 


. Demonstrate and cut out the round pattern for the mouth 


and show how the cloth mouth will fit into the two sides. 


. Sew or glue the two sides together along with the mouth- 


piece. White glue works well. Use straight pins to hold glued 
areas until dry. 


. If some seams open during drying, add more glue and pin the 


sides together with straight pins or paper clips. 


4 


Alternate Procedure 


1. 


The head and body can be all made from one piece of felt 
or cloth. 


. If the head is made separately, then the cloth body is added. 
. The head can be made from papier-maché, old tennis balls, 


cardboard tubing and construction paper (add faces and 
hair), Styrofoam balls with cloth features glued or pinned 
on, wooden spools with painted faces (felt-tip pens work 
well), potato heads with vegetable features pinned on, salt 
ceramic clay over a carboard tube, blown eggs, or egg carton 
sections fastened together. 


. Decorative elements such as lace, buttons, bows, rickrack, 


stuffed fabric shapes, felt, cloth, and yarn should be used to 
decorate the puppet’s head and body. 


Another good idea, if the head is to be kept separate from the 


body, is to make the parts interchangeable. For instance, if you 
make several heads (one for teaching reading, one for teaching 
mathematics (and so on), then you can use the same body for 
each head. Separate felt heads can be made and their top areas 
stuffed and made stiff in the neck with cardboard tubing. Old 
doll clothes will fit over the body forms and the arms can be 
kept movable. Even a simple square of fabric can be turned into 
a costume. If you are making imaginative insects and animals, 
add tails and decorated backs. 


PAPIER-MACHE HEAD 


The papier-maché head is a continuation of the hand puppet. 


The head is built up from wadded newspapers, rags, or tissues, 
or mâché over a small Styrofoam ball. (See Chapter 4 for the art 
of papier-maché.) 


Procedure 


1. Place the head material on top of a small length of card- 


board tubing. 


2. Tape the head to the tubing. (Fingers are to be placed inside 


the tubing.) 


3. Cover the head form and tubing with paper strips that have 
been dipped into mâché. Papier-maché pulp can be used, 
too. 

4. Add projected features from paper pulp. 

5. Build up the head with about three layers. The last paper 
layer should be white paper. 

6. To dry, place the puppet head on a pencil and stick the 
pencil into an inverted egg carton (or paper cup) or place it 
on a plastic bottle and let it dry for a few days. 

7. When the papier-maché has dried, finish it by first coating 
it with a base coat of white paint. (Ordinary water-base 
house paint will work, or gesso.) 

8. Paint over this with tempera or acrylic paints. 

9. Add details with felt-tip pens. 

10. Cover the head with a plastic spray coating. (Clear vinyl 
will work and so will shellac.) 

11. Attach scrap materials for hair and ears, and add a cloth 
body and clothes. (See Figure 5-6.) 


PAPER BAG PUPPETS 


Paper bags come in all sizes and colors. A long-time favorite, 
paper bags are usually lunch size and can be purchased at super- 
markets. Paper bag puppets are a direct expression and can be 
as simple or as complicated as you like. The bag can be used in 
two ways: the base end has a flap that becomes the mouth (for 
a fish or bird), or the flattened end of the bag is folded over and 
the face is drawn on the flat bottom of the bag. The edge of the 
folded bag bottom becomes the mouth. Decorate the bag with 5-8 Paper bag puppets of all sizes 


pens, crayons, papers, paints and all kinds of scraps. Do not and shapes are created through 
various paper-cutting techniques. 
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5-9 The library teacher uses 
gloved fingers as puppets to illus- 
frate many of the stories she pre- 
sents to students. 


forget to add arms, legs, backs, and costumes. Bag puppets are 
easy and inexpensive to make, and they are adaptable. 


PAPER CUP OR CEREAL BOX PUPPETS 


Procedure 

1. Slit a Styrofoam cup or paper cup lengthwise. Cut a mouth 
from construction paper or from cloth. (See Figure 3-5.) 

2. Staple, tape, or glue the paper to both inside halves of the 
cup. 

3. Add a body and facial features. 

4. Using a cereal box, slit the front and two long sides along the 
horizontal center, fold over on the fourth side. 

5. Decorate. 

6. Insert your fingers in the top opening and your thumb below 
to make the puppet talk. 


FINGER PUPPETS 


Finger puppets are appropriate for the tiniest hands and 
fingers. Old cloth or rubber gloves can provide the basic struc- 
ture for the finger puppet; they can be constructed from felt or 
other fabric; or they can be knitted. (See Figures 5-9 and 5-10) 
Sew or glue on features. 


Supplies Needed 


Yarn scraps 

cloth old glove (optional) 
egg cartons glue 

SCISSOTS accessories 











5-10 Finger puppets made of felt 
and trim by second-graders. The 
one at the lower left has been knit- 
ted. The stick puppet at the right is 
made from found objects and in- 


cludes a dolls head and hat 





Procedure 


1. Draw a paper pattern of a puppet, to be sure it will be wide 
enough to go around a finger. 

2. Pin the pattern to a piece of cloth (felt works well here). 

Glue the sides and top together to make a finger tube. 

4. Add features for rabbits, cats, or monsters. 


z 


Alternate Procedure 

1. For this basic form of finger puppet, cut the fingers from 
gloves. 

2. Draw on facial features. 

3. Add some hair. 


Finger puppets also can be made from knitted forms, card- 
board tubing and cut paper, or salt clay over a paper tube. 

Create as many finger characters as you can think of. Entire 
puppet families can be used to perform with ten characters on 
two hands. 


Alternate Procedure 
1. Egg cartons with tall projections can be used for finger pup- 


pets. IAL 
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5-11 Rod puppets made from 
decorated tubing and a stocking 


over a clothes hanger. Can you 
think of things to add? 














2. Each animal or person is made from two sections: one for the 
head, the other for the neck. 

. Remove the sections from the body of the carton. 

4. Push the top of the neck part into the bottom side of the first 
section. 

5. Cut a piece of colored construction paper to fit the back 
cover and glue it on. 

6. Cut ears and other parts from the carton. 

7. Add details with felt-tip pens, yarn, pipe cleaners, and string 
dipped in glue. 


Q3 


One third-grade teacher had an ingenious idea to accompany 
a science unit. She stuffed the hand and finger sections of a 
glove, cut off and stuffed three fingers from a second glove, and 
sewed them to the stuffed glove. (She left room in the glove to 
place her hand.) This puppet became “Oscar the Octopus.” 


Stick or Rod Puppets 


A rod puppet is extended on a stick and worked from below. 
Rods can be made from Popsicle sticks, tongue depressors, 
wooden spoons, dowels, tree sticks, wire rods, construction 
paper tubes, broomsticks, cardboard rods, or coat hangers. All 
ages enjoy this puppet and building one can be as simple or as 
complicated as desired. 

Heades for stick puppets can be made from any of the supplies 
listed for puppets on page 114. Body, legs, and arms are cut 
from cardboard. Joints should be left loose and can be held 
together with string or fasteners that permit movement. (See 
Figures 5-10 and 5-11.) 

To make the arms move, attach a string to the ends of each 
of the puppet’s hands. Bring the strings toward the center— 
where the heart would be. Run both strings through a plastic 
ring. Continue the strings together down to the bottom of the 
puppet where they can be manipulated from below without 
being seen. Operate the mouth from the inside with one hand 
and pull on the string from below to make the arms move. 


POP-UP SURPRISE PUPPET 


Supplies Needed 
juice can or paper cup rod 
old sock rubber band 





Procedure 

1. Place the rod into the end of the sock. 

2. Stuff the sock loosely to form a head and close it around the 
rod with a rubber band. 

3. Cut out both ends of the can or cup. 

4. Place the sock over the can so that the rod extends from the 
bottom. 

5. Move the head down into the can to conceal it. 

6. Add dangling arms, tails, and legs. 


The pop-up surprise occurs as the rod is moved up and down. 


STYROFOAM BALL OR OLD TENNIS BALL 
ROD PUPPET 


Supplies Needed 


cotton balls papier-maché 

fabric (felt) pins 

feathers pipe cleaners 

glue rod 

paint Styrofoam ball or old tennis ball 
Procedure 


1. Cover a Styrofoam ball with felt, cloth, or papier-mache. 
2. Or with a tennis ball, cut a small hole underneath for the 
dowel. 


5-12 This student ts ready to try 
out her sock puppet and rod puppet. 
The rod puppet is made from a 
Styrofoam ball on a dowel. Bottle 
puppets rest on the counter. Try 
potato heads as rod puppets. 


Creating with 
Paper 
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124 3. Pin cloth to the ball to form a costume. 

4. Draw features on tennis ball with felt-tip pens or crayons. 

5. Glue or pin on details and features from feathers, pipe clean- 
ers, cotton balls and other decorative materials. 

6. Insert a long dowel into the ball for about 4% inch. 


Crafts for the Classroom 


DANCING PUPPETS 


For a dancing puppet, stuff the upper torso of a cloth puppet 
until it is stiff. An opening in the back of the puppet will allow 
the puppeteer to place a finger in each leg. The fingers do the 
dancing. 

This same idea can be used with a paper index card. 


Alternate Procedure 
1. Fold one fourth of the index card up from the bottom. 





5-13 Old tennis rackets make 
great rod puppets. Courtesy of Edna 
Gilbert, Mesa Public Schools, 


Mesa, Arizona. 
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2. On the remaining three fourths of the card, draw a head and 
torso. 

3. Add dangles, arms, or hair. 

4. On the bottom fourth of the rectangle, place two holes, one 
for each finger. 


This puppet walks and dances. 
Construction paper works well, too. Children in lower grades 
can do this one. 


Alternate Procedure 

1. Fold the construction paper in half vertically (9" X 12”). 

2. Staple the top and long side closed, leaving one short end 
opened. 

3. Starting at the closed end, fold the paper under one third of 
the length of the rectangle. The hand goes in through the 
bottom end and the top, folded third becomes the head. 

4. This third of the rectangle encloses the puppeteer’s fingers. 

Draw and add on features and appendages. 

6. Dress the body using pens, paint, paper, or crayons. 


= 


SHADOW PUPPETS 


Shadow puppets are figure or animal forms that are hinged, 
flat cutouts fastened to rods or sticks and controlled from be- 
low. The Chinese are famous for this form of puppetry and 
used them as early as the eleventh century. For a background, 
a cloth is stretched tightly, sometimes with a painted scene, the 
light is placed behind the cloth and figure, and a silhouette is 
created for the audience. 


Marionettes 


Marionettes are worked from above, usually on a stage. 
Many puppeteers transform the stage-into a miniature theater. 
Marionettes can be constructed from any of the previously 
mentioned materials, just be sure to keep the body joints 
loosely hinged to permit flexible movement. 


Supplies Needed 

Popsicle sticks, or tongue depressors 
string 

socks 

paper 

glue 

felt 
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5-14 Marionettes are more com- 
plex string puppets but provide 
plenty of movement and action. The 
crossbar here is approximately 5 by 
7 inches. The front cord is attached 
fo the head; the arm cords are tied 
to both ends of the crossbar. The 
back cord is attached to the seat of 
the puppet. A fifth-grade teacher 
uses this marionette to teach about 
traditional Navajo Indian customs. 
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felt-tip pens 

needle and thread 
block of wood 

cloth 

doll clothes and shoes 
marbles 

yarn 

stapler 

SCISSOTS 


Procedure 


1. 
2 


(@ 0) 


10. 


11. 


JA 


13. 


Cut the heel out of a sock. Sew closed. 

Tie one end of the sock closed and stuff it with cloth for the 
head. 

Tie the sock off and stuff the body. 

Slit another sock up the middle for legs and sew up the 
sides. Cut arms in the same manner. 

Place a marble or pebble in the top of each leg for a joint | 
and tie the marble off above and below. 


. Stuff each leg with paper to the knee and put another 


marble in each leg to form a knee joint. 
Stuff the legs to the feet. Stuff and tie the arms also. 


. Sew doll shoes onto the feet. Sew arms and legs to the body. 
. Attach strings to those joints you want to move. Knees, 


wrists, and head are the common joints. Heavier cord is best 
as it will not twist as easily. 

Attach the strings to wooden Popsicle sticks and staple the 
cross sticks to the main stick. (Normally, two wrist strings 
are attached to one stick. Two knee strings go on another 
stick; optional. And the head string and bottom string go on 
the main stick. See Figure 5-14.) 

Moving a marionette takes lots of practice, but the puppet 
is very flexible and can be made to dance and do stunt 
movements. 

Bodies for marionettes can also be made from cardboard, 
plastic, or thread spools that are attached with thin, short 
leather strips, string, or pipe cleaners. 

Another popular marionette is made out of stuffed paper 
bags. The bags are joined loosely with strings and their 
movements are controlled from above. The puppets’ faces 
and bodies can then be painted, decorated and clothed. 


Puppet Stages 


Any structure that will cover the puppeteers as they perform 
is a puppet stage. The simplest stage is a curtain stretched across 
a corner of a room or doorway that is tall enough for the pup- 








peteer to stand behind. A sofa, table, or even a cardboard box 
can also serve the same purpose. Cloths can be stitched with 
appliqued scenery. Large paper scenes are easy to make and are 
flexible. Some suggestions for stages follow: 


T 


Cut off the fourth side of a iarge cardboard carton or wooden 
box and open two of its sides. Cut the stage from the front 
side. 


. Hang a cloth in front of a long table and have the students 


sit under the table. This is a good stage for hand or rod 
puppets. 


. Use a long dowel or stick (a broomstick). Staple a cloth to it 


horizontally. The stick can rest on the shoulders of two 
students. The performers stand behind the cloth. 


. Cut three large panels from pegboards or wood. Cut a shape 


out for a stage. Wire or hinge the ends together for mobility. 
This structure is very durable. 


. Use a doorway with a curtain extended across it. 
. Assemble three cardboard rectangles. The stage is cut from 


the front piece. The ends are slit so that panels slip into slots. 
This structure is taken down easily and stored. 


. Turn a long table on its side. Decorate the front. The pup- 


peteers perform behind the tabletop holding the puppets 
above the edge of the table. 


. Use the students’ desks for impromptu stages. 
. Drop cloths with drawn-on backgrounds are simple and 


easily stored scenery environments. 


Checkpoints 


. If a puppet is to be used frequently over a period of time, 


use construction materials that will be long-lasting. 


. Let the skill and grade level of students determine whether 


the puppets are to be simple or complicated in design. For 
young puppeteers, select simple procedures, such as the 
hand or pop-up puppet. 


. Keep materials inexpensive so that frequent and spontane- 


ous use and creation can be encouraged. 


. Keep the puppets and plays child-oriented. Puppets should 


look as if they were made by children. 


. Plan lots of action in plays. 
. If a lot of handstitching is necessary, try to use a sewing 


machine for durability. 


. Use bright, sparkling colors and materials for the best visi- 


bility from a distance. Exciting textural materials—fake 
furs and old blankets—are favorites. 


. Send letters to the students’ homes asking for scraps. You 
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productions. Starting at the left, a Loo , LD i 
surprise pop-up puppet; puppet made 
from popsicle sticks; a pencil-in-a- 
spool puppet; a witch over a small 
cup; a paper bag (safety oficer) 
puppet; and paper plates with a 
face on each side. 
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will be amazed at the variety you receive from the response. 
Even kitchen and household items become magical crea- 
tures and stimulate diverse creations. 

9. For cloth puppets, and where much cutting is necessary, use 
electric scissors to cut out the basic shapes. It is fast and 
simple for the student to draw the pattern on the cloth and 
for one teacher to cut it out. A paper cutter also can be used 
to cut shapes. 

10. Store puppets on bulletin boards, shelves, and other places 
that are easily seen and available to children. 

11. Be sure to have the audience sit close to the stage, and have 
puppeteers speak “way out.” Loud, noisy puppets are fun. 


Presenting Puppets in Action 


With eager children and cleverly made, irresistible puppets, 
you are ready to begin. As improvisations are the challenge, 
inventing plays will provide unique interpretations, personal 
solutions, imaginative performances, and exciting results. A 
student’s level of creative powers, his interests, and his past 
experiences should be considered for plays, portrayals, and 
character roles. Because of the endless productive flow of the 
child’s imagination, performances may require set time limits. 
Include a great deal of action when planning plays. 

The search for unique presentations can be met with in- 
dividual monologues and group plays. Puppet fantasies provide 
children with a special freedom for endless role possibilities. 
Always be prepared to capture the creative spark and do not let 

128 the opportune moment pass by waiting for a more “‘conven- 
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5-16 Left to right; a felt finger 
ient” time to perform. Interest may be lost and fascinating ideas puppet (over a popsicle stick); a 


may slip by, so take advantage of every possibility for meaning- shell doll; a mouse finger puppet out 
ful involvement of salt ceramic; a pop-up surprise 


Allow small groups of students a few minutes to invent a plot ano i ee 
for a play and to decide on who their characters will be. Certain on a straw; a corn husk and cloth 
dual characterizations are very successful: happy-sad, silly- = lady; a yarn girl on a straw; and 
| serious, cowardly-brave, kind-selfish, evil-loving, follish- yarn dolls. 
clever—whatever needs are dictated by the roles—and the 
needs can change instantly. The Cookie Monster (a hand pup- 
pet) gobbling up every cookie (every puppet) he can find (which 
means gobbling up most of the cast, which he would have 
trouble doing) makes children roar (the throat seam is left open 
so things can be swallowed). The Cookie Monster soon 
3 becomes a favorite popular character. You may find that one 
character will spark another and many new puppet creations 
will suddenly appear and take on new dimensions. One suc- 
cessful teacher provides time for students to present play ideas 
for the first few minutes of each day. 


Æ OTHER PUPPET THEMES 


1. Imitate television and radio programs such as “Mystery 


= Puppets 
l Theater,” “The Lone Ranger,” or “Welcome Back Kotter. pE 


2. Create a trip to a fantastic planet. Students can assume 129 
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5-17 To make life-sized paper 
puppets, students trace their own 
body shapes on paper then add character parts of the shipmates, such as navigator, captain, 


clothing and facial details with felt- cook, passengers, and stewardess. 

tip pens. Duplicate cutting permits 3. Work out a story line in preparation for a trip. 

forms that can be stuffed and then R Hal al A [pall i l h 

E E, 4. Ke-create a school dance or a magic ball. Imagine the sce- 
nario for “Michelangelo and Me.” 


5. Discuss aspects of social problems, such as economic condi- 
tions. 

6. Re-create parts of popular movies, television shows, or ad- 
vertisements. Interview television shows are fun. 

7. Treat a school situation, such as how to organize and build 
areas of study. Puppets can represent the teacher, a parent, 
several students, the principal, and the school nurse. 

8. Do a takeoff on a familiar play, such as Little Red Riding Hood, 
but invent new situations and happenings. The wolf could 
be a good character and Red could be a “hood.” 

9. Explore holiday themes. 

10. Resolve family situations. Try role playing. 
11. Invent puppets to accompany learning areas, such as math- 
ematics and science units. 


MAKING PUPPETS TALK: VENTRILOQUISM 


All of us marvel at the wonderful puppeteers we see on 
television. The talent today seems to get better and better. After 


making puppets, we may ask how to make them come alive. 
Here are a few hints for making puppets talk. 


1. Make a hard smile and keep it taut. 


2. Grit your teeth together. Be sure there is air space at the sides 
of your mouth and between teeth. 

3. Start talking without moving your lips. Say, “Hello, my 
name is Harry.” 

4. The problem sounds are p, m, n, and b. 

5. In order to make these difficult sounds, place your tongue 
against the upper teeth, and do a lot of practicing. 

6. Try talking in a high register and then in a low register. 
Become different characters through the use of different 
voices. 


HOW TEACHERS INTEGRATE PUPPETS 


1. “Tm a librarian, and my Mr. Bookworm puppet helps teach 
how to take care of and use books.” 

2. “In kindergarten, I have the community helpers, such as the 
policeman and fireman, explain their duties.” 

3. “My Navajo Indian puppet demonstrates the customs, jew- 
elry, weaving, and clothes she wears as well as the func- 
tions performed by Navajo women.” 

4. “For home economics classes, We prepare amusing puppets 
that the students can take with them when they baby-sit 
to entertain their charges.” 

5. “I teach slow learners, and each student has his own puppet 
on his hand. The puppet helps him to read. For some rea- 
son, the child does better and has more confidence with the 
puppet for help.” 

6. “The first day of school, I introduce my Intelligent Bruce 
Puppet who introduces the art materials and the areas of 
the art room. Bruce constantly corrects my mistakes and 
gets very angry when I forget to wash out my brush.” 

7. “In music class, the puppets bounce and dance around my 
head and really make the class sing louder. They encourage 
some very merry singing.” 

8. “Itis very effective to have new vocabulary words for read- 
ing introduced by Mr. Frog. The children seem to retain the 
sight word much better than they did when | introduced a 
word.” 

9. “My puppet has created an enormous amount of interest in 
my seventh-grade class. The boys particularly seem to feel 
freer from inhibitions through the use of the puppet. Kevin 
decided he would kiss all the girls with the puppet and soon 
he had all the boys waiting their turn for the puppet. I used 
the puppet to give a spelling test and the students sat 
wreathed in smiles as they wrote the answers.” 

10. “We decided to use the puppets in reading class to make 
oral book reports. The students have three options: (a) 
They can make a report using my puppet Juan by speaking 
through him: (b) they can make their own puppet to rep- 131 
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resent a character from a book: or (c) they can go together, 
in groups of three, to make their own puppets and write a 
skit illustrating the book.” 

11. “I use my sock puppet with my class at the end of the day 
to discuss what we did during the day. They’ve named him 
Banana Fanana. Banana Fanana talks to them and helps 
them remember and asks them what their favorite activity 
is.” 

12. “I got the idea for my marionette form from the Indonesian 
shadow puppets. It is manipulated from the bottom instead 
of the top and can be used behind a sheet with lanterns 
forming a shadow. We also used it in social studies when 
learning about Indonesia.” 

13. “The girls and boys in the first grade love Egbert and Flora- 
bella. They teach them all kinds of things: math concepts, 
seasons of the year, and, especially, good manners and 
courtesy. Egbert and Florabella are always looking for chil- 
dren who use good manners.” 

14. “This puppet is used to teach short and long vowel sounds. 
I made one large puppet and five small ones. The large one 
represents the teacher; the small ones the students. The 
small ones represent the letters a, e, i, o, and u. Soon children 
are making their own vowel finger puppets from cut-off 
glove fingers.” 


Anna “A” “What do you say?” aaaa 
Eddie “E” “Speak to me!” eeee 
Izzie “I” “What do you go by?” 1111 


Olive “O” “O what do you know?” 0000 
Ulna “U” “Let’s hear from you, too!” u u u u 


MOTIVATING STUDENTS WITH PUPPETS 


Here is how a puppet motivation might take place. Place a 
puppet on each hand: 

“Hi. My name is Snooty Toot! I’m here to say that you boys 
and girls are going to make the tootiest puppets that ever were!” 

“Oh, no, they’re not. My name is Goofy Growl, and my 
goofiness says they can’t make any tooty happy puppets.” 

“Oh, yes, they can and will. These boys and girls have great 
ideas, and they can invent the best creatures that have ever 
been. They can use ideas from comic characters, television, 
plays, poems, funny jokes, and many other areas that are espe- 
cially important to them. They can see how beautiful I am. And 
I’m wonderful, too. And some people say I’m nonsensical!” 

“Look at me. I’m the goofiest puppet you'll ever know. That’s 
why I’m called Goofy and I’m always very angry! And I say that 
these boys and girls can’t make the greatest puppets that ever 
were.” 


feed 


“Oh, yes, they can 

“No, they can’t.” (And at this point the puppets playfully 
grab at each other and fight. Naturally, Toot wins, and Goofy 
falls over gently.) 


“Oh boy, I win and now you can have fun making the most 
wonderful puppets, I know.” 
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Dyes, Tie-Dye, and 
Batik 


Techniques for creating colored dyes were known as early as 
300 B.c. During the eighteenth century, the French discovered 
chemically based dyes for commercial and industrial use. These 
dyes proved so popular that natural dyes began to disappear 
from the textile industry. The new chemical dyes (aniline and 
others) were easier to use and were economically feasible be- 
cause they did not lose their intensities as the natural dyes did 
(in storage) and less time was required to extract colors from the 
raw materials. Many Africans and Indians of North and South 
America continued to use natural dyes until the nineteenth 
century, and even today many still prefer natural dye colors. 
Contemporary craftspeople, in a modern revival, have reintro- 
duced natural dyeing to the textile crafts. 

The fun of natural dyes is in going on trips to the woods and 
fields to find plants, making the dyes, and discovering what 
colors will be extracted. Natural dyes produce one-of-a-kind 
colors; no two dyes from plants are identical and each has subtle 
differences as a result of impurities in a particular plant. The 
secrets and beauty of natural dyeing bring us a special aware- 
ness of, and closeness to, our environment. Dyeing from plants 
provides a unique and fascinating opportunity to discover color 
and its properties. 


Natural Dyes and Dyeing Techniques 


Color and dyeing facts can be discovered through trial and 
error. Exact colors are often unpredictable and there is excite- 





ment in that uncertainty. Try mixing dye colors and invent new 
names for special colors such as “dynamite purple” or “‘percep- 
tual pink.” These word games are as much fun as looking 
through the dye colors in glass jars and thinking up the color 
recipes. 

Variations in color result from different growing conditions, 
growing areas, and soil quality; the manner of drying the plant; 
the time of year in which the plant was collected; hard or soft 
water; temperature of the dye bath; and the mordants. The 
longer the yarn is boiled in the dye, the deeper will be the color 
produced. Sometimes the color is not changed entirely. Over- 
night dye baths deepen and brighten colors. A mordant is a 
substance used to bind dyestuffs to fibers through chemical 
action. It controls the color as well as the colorfastness of the 
yarn. Not ail plants need a mordant for dyeing. But, for others, 
the dye plant has a mordant close at hand, either another plant 
or a mineral. Proper amounts of mordant must be used. Cotton 
and other vegetable fibers do not absorb mordants as readily as 
wool. That is why wool is commonly used for natural dyeing. 
Cotton, like most vegetable fibers, takes dye better when it is 
soaked rather than boiled. 


Supplies Needed 
cheesecloth to strain dyes 
clothesline for drying yarns in the shade 


6-1 Excitement is generated in 
tie-dyeing as forms and patterns 
are created quickly with splashes of 
color. This design was made with a 
rosette knot for a sunburst effect. 
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enamel or copper kettles, large enough to immerse fabric 

dyestuffs: plants, blossoms, berries, nut hulls, nut 
shells, barks, roots, grasses, and leaves 

heating plates 

measuring equipment: gallon, peck, and quart measures; 
tablespoons and dippers 

neutral soap in which to wash yarns before dyeing; any 
starch, sizing, spots, and stain-resist dyestuffs can 
cause uneven dyeing 

rubber gloves for hand protection with dyes and chemicals 

sticks for stirring and turning materials 

yarns and fibers: wool, cotton, silk, raffia, grasses, and 
jute 


General Procedure 

1. two and one-half to 3 gallons of dye bath is enough liquid 
to dye a pound of yarn. Additional water added to the dye 
bath will lighten the dye colors. l 

2. Recipes for dyeing are based on 1 pound of wool or cotton 
yarn. 

3. The bath should be lukewarm when the yarns are put into 
it and should completely cover the material. 

4. For basic dye colors, collect objects from the environment: 
plants, moss, herbs, berries, blossoms, roots, and nuts. 

5. Chop them or put them through a meat grinder. 

6. Place the chopped materials in an appropriate container and 
cover them with water. 

7. Let the materials stand overnight unless otherwise directed. 

Drain off the water and save it for stock. 

9. Add more water to the pulp and simmer it for 30 minutes 
in an enamel or copper kettle. 

10. Drain the water and add it to the stock. 

11. Immerse the fabric in the stock and add enough water to 
cover it (at least 3 gallons). 

12. Let the kettle simmer for 1 or 2 hours. Longer simmering 
will produce deeper colors. 

13. After the dyeing process, let the fabric cool in the water. 

14. Rinse the fabric and hang it to dry in the shade. 

15. To make dyes permanent, refer to the mordanting processes 
and recipes described in many dyeing books. The following 
examples do not need a mordant: 
brown: walnut shells 
red-brown: onion skin, tree bark, or tea leaves 
purple: grapes, blueberries, or dandelion roots 
yellow: dandelion blossoms or mustard or peach leaves, 
sumac berries, or coffee beans 
green: beet greens or lichen or mint leaves 
black: oak bark or black walnut shells 
orange: finely grated carrots 


ge 


How to Extract Vegetable Dyes 


Natural dyes give a warmth and softness of color not 
achieved with commercial dyes. 


BARK AND ROOTS 


Collect bark and roots in late spring and winter when the sap 
is up, as the color has more substance at those times. 


Procedure 

1. Scrape and peel off the bark. 

2. Dry it in the air, one layer deep in a well-ventilated place. 

3. When the bark is dry, label it and place it in bags or contain- 
ers. 

4. When you are ready to use the bark, soak it in water for 24 
to 72 hours, or allow it to ferment for 1 week. 

5. Do not boil the bark. 

6. Strain the liquid and reserve it. 


LEAVES, GRASSES, AND VINES 


Collect leaves, grasses, and vines late in the summer when the 
plant part is still in good condition. Do so before the first frost. 


Procedure 

1. Chop and shred the leaves and dry them in a well-ventilated 
area in a single layer. 

2. Tie grasses and vines in bundles, label them, and hang them 
from the ceiling to dry. 

3. When dried, they, too, should be shredded. 

4. When you are ready to use them, cover the shredded 
material with cold water and boil it gently for 1 hour or more 
(depending on the color you want). 

5. Strain the colored water and reserve it. Some leaves require 
soaking, shredded, in water for 24 hours in place of boiling. 
Sometimes, better results are obtained by leaving the plant 
to ferment for a week or more. 


FLOWERS 


Procedure 
1. Blossoms can be dried in a slow, warm oven, or in single 
layers in a well-ventilated area. Or use them freshly picked. 
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2. When dry, label them and place them in porous containers 
such as paper or cloth bags and store them in a dry place. 

3. Blossoms sometimes lose their color in drying. 

4. Blossoms cannot be frozen. (Dandelions and goldenrod, for 
example, must be used freshly picked.) 

5. Boil blossoms for about 1%4-hour, strain them, and reserve 
the liquid. Dandelion roots will produce a purple color; the 
whole plant will produce a magenta color. Mint leaves will 
produce a green color. 


BERRIES AND FLESHY FRUITS 


Procedure 

Berries and some fruits (such as grapes) can be frozen in 
plastic bags with little or no loss of color, or they can be used 
freshly picked. They often change or lose color if dried. Crush 
the berries and soak them overnight. Boil for 1 hour, strain . 
them, and reserve the liquid. 


WALNUT AND PECAN HULLS 


Procedure 

1. One pound of wool dyed in 34 -peck of walnut or pecan hulls 
will color the wool brown. 

2. Break up the hulls from the nuts and boil them in water for 
15 minutes. 

3. Strain out the hulls and add cold water to make a 3-gallon 
dye bath. 

4. Immerse the wool in the stock and simmer it for about 1 
hour. 

5. Rinse and dry the wool. The green outer husks of the black 
walnut shells will produce a dark brown to black color. 


SUMAC BERRIES 


Procedure 
1. Four pounds of ripe sumac berries will dye 1 pound of yarn 
a light orange-brown color. 

2. Grind the sumac berries between two stones. 

. Soak the berries in 3 gallons of lukewarm water for 1 day or 
until sufficient fermentation has taken place so the color of 
the fruit has passed into the dye water. 

. Strain and squeeze the pulp through and discard it. 

Add wef yarn to the stock. 

Let the stock and yarn stand in a warm place to ferment. 

. Rub the dye water into the yarn. 

. Rinse the yarn and hang it outside to dry. 


Go 
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RUSSIAN THISTLE 


Russian thistle grows at low altitudes. Use the entire plant 


when it is young. It gives a dull olive-green color. 


Procedure 
1. One bushel of thistle will dye 1 pound of yarn. 
2. Boil the thistle in 3 gallons of water until the plant is tender. 
3. Pull off the stalks. 
4. Add the wet yarn. 
5. Allow the leaves to ferment in the dye bath for 1 week. 
6. Rub the dye into the yarn often. 
7. Place the yarn, still in the dye bath, on the stove and let it 
boil for 1 hour. 
8. Remove the kettle from the heat and let the bath ferment 
for another week. 
9. Rinse the yarn until the water is clear. 
10. Place the yarn outside to dry. 


GROUND COFFEE OR TEA LEAVES 


Coffee will not produce a fast color in cotton. 


Procedure 

1. Use 1% pounds of ground coffee to dye 1 pound of wool 
yarn. 

2. Ihe resulting color will be a dark yellow-tan. 

3. Boil the ground coffee in a strong water solution for 20 
minutes (or boil a strong tea solution). 

4. Strain the stock with cheesecloth to remove the grounds and 
then add cold water to make a 3-gallon dye bath. Add 2 
teaspoons of vinegar for permanence. 

5. Immerse the wool in the bath and heat it to boiling. 

6. Simmer for 1 or 2 hours. 

7. Rinse the wool and dry it outside in the shade. 


ONION SKINS 


The dry outer skins of onions make excellent dyes for fibers. 


Procedure 


i 


One pound of wool dyed in 10 ounces of dry yellow onion 
skins will produce a gold or burnt-orange color. 


. Place the skins in a clean nylon stocking. 
_ Cover the skins with water and boil them for 15 minutes. 
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. Add enough coid water to the stock to make about 3 gallons 


of dye bath. 139 
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5. Immerse the wool in the dye bath, and heat and simmer it 
for an hour or more. 
6. Rinse the wool and dry it outside in the shade. 


Tie-Dye 


Tie-dyeing is one way to create an explosion of beautiful 
color; students delight in the fast, dynamic results that are 
achieved. 

Tie-dyeing is a resist technique. Fabric sections are either tied 
off, folded, clamped with blocks, or covered with wax to keep 
cloth areas from the dye. Protected sections do not absorb the 
dye, and an undyed pattern against a dyed background is the 
result. 

Fabric that has been tie-dyed can be used to make lamp-. 
shades, book covers, table covers, picture frames, window 
shades, gift wraps, wall hangings, clothing, and costumes, and 
it can be framed or mounted on cardboard. In addition, shirts, 
scarves, dresses, jeans, T-shirts, ties, hats, bedspreads, curtains, 
pillows, and sheets can be given new life by applying tie-dye 
techniques directly to them. Decorative stitching, beading, 
macrame, and weaving are effective combinations with tie-dye 
projects. Plan a tie-dye fashion parade today! 


History of Tie-Dyeing 


The craft of tie-dyeing began at least one thousand years ago 
in India and Japan. The Incas in Peru and Indian tribes in North 
Africa created tie-dyes, and it is still a favorite craft in the 
nations of West Africa. Marco Polo is recorded as having seen 
tie-dyes in China and India as far back as the thirteenth cen- 
tury. Here in the United States, pre-Columbian tie-dyed fabrics 
have been discovered in Utah, Arizona, and New Mexico. 

The craft is as exciting to do today as it was for the Incas. The 
simple, inexpensive materials needed are the same: a stick, wa- 
ter, a pot, cloth, heat, and something to tie with. Originally, 
dyes were made from vegetable matter: madder, saffron, weld, 
Persian berries, and indigo. Today, modern aniline dyes are 
better suited to our fabrics. The simplest patterns and designs 
created with this dye craft have visual excitement and tactile 
appeal. 


Supplies Needed 
bleach 





blocks 

clamps 

100% clean cotton fabric (old sheeting); also silk, unbleachea 
muslin, hopsacking, rayon, nylon, satin, burlap, velvet and 
organdy; polyester does not absorb dyes well 

crayons 

heat source 

household dyes 

large tubs 

pans: glass, metal, plastic, or enamel 

plastic drop cloths 

plastic squeeze bottles or eyedroppers 

rags and sponges for cleanup 

rubber or plastic gloves 

rubber bands 

sticks to stir dye baths 

iron 

string 

Salt 

vinegar 

spoons 

stones, Popsicle sticks, bones, Styrofoam pieces, marbles 

strong thread 


Procedure 
1. Wash the fabric first to remove the sizing. 
2. Place the fabric flat on a work surface. 
3. Knot, twist, and tie either a random pattern or one that has 
re 


6-2 ln he-dyeing forms and pat- 
terns are created instantly. 
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6-3 Rosette knot. 


10. 


11. 


112 


13. 


14. 
ES: 


been sketched first. Follow the binding techniques de- 
scribed on page 143. 


. Tie any desired objects inside the knots to enhance the 


design. Use a shoe knot for easy untying. 

Use available household dyes or order cold water dyes from 
dye houses and mix them to specifications. To use 
household dyes, mix 14%-cup liquid dye or 1 package of 
powder dye in each 1 quart of water, or dilute it further for 
lighter colors. Add 2 to 3 tablespoons of salt or vinegar to 
ensure the permanence of the dye (optional). 


. First, mix the dye with a small amount of very hot water, 


and, then, to complete the amount, add lukewarm water. 
Let the water cool. 

The dye bath is ready when it has cooled to room tempera- 
ture. 

Dampen cloth before submerging the cloth in dyes. Many 
items can be put into a dye bath at once without crowding. 
For the classroom, small tie-dye projects are recommended ~ 
as they are easier to handle. Use one pan or glass jar for each 
color. 

Place the dye baths right in a sink while dyeing. (Do this 
outside when weather permits.) 

Let the cloth remain in the dye bath until good penetration 
takes place (about 15 minutes). Stir while dyeing. 
Submerge the cloth completely in the dye bath to ensure 
even dyeing. 

Remove the cloth and rinse it in cold water until the water 
is clear. Undo the knots and rinse the cloth again. 

Hang the cloth on a clothesline and allow it to dry. Keep 
the cloth out of direct sunlight. 

Iron the cloth with an iron at a warm temperature. 

If weather and space permit, work outside and rinse the 
cloth with a garden hose. Or hang the cloth on a clothesline 
and rinse it with a hose; leave the cloth on the line to dry. 


Note: If desired, mix ¥% powdered dye color to %4 very hot 


water—enough to fill a detergent plastic squeeze bottle. Prepare 


a. 
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several of these colors and let the water cool. During the dyeing 
procedure, pour various colors onto the cloth and into the knot- 
ted areas for an array of glorious colors. Then proceed to dip 
other sections into the pans of dye. (Use liquid dye full strength 
when pouring.) It is recommended, for permanent dye projects, 
that the cloth be simmered (over heat) in the final dye bath for 
about 30 minutes. Hot dyes produce brighter colors. 


Design Through Binding Techniques 


RUBBER BANDS 


Rubber bands are used most commonly to band fabric. Thick 
rubber bands give wide, bold designs. Thin bands create fine, 
spidery lines. String can be used as well, but it is difficult for 
young children to tie. Emphasize tying the rubber bands tightly, 
so the dye does not get underneath the tie, but not so tightly 
that the bands break. Practice first on rags to find out how tight 
the bands have to be. 


ROSETTE KNOT 


Procedure 

1. Pinch up a generous section of cloth, about the size of a fist, 
and tie it tightly at its base with a rubber band. (See Figure 
6—3a.) 

2. By adding more ties along the fabric away from the top of 
the knot, you will get a sunburst effect. (See Figure 6—3b.) 

3. Try tying over beads, sticks, Styrofoam, marbles, rocks, nuts, 
and beans. (See Figure 6-1.) 


DONUT KNOT 


Procedure 

1. Form a rosette knot. (See Figure 6—4a.) 

2. Take the top of the puff and push the center down inside 
through to the original rosette (think of a donut shape) and 
tie it with a rubber band. (See Figure 6—4b and c.) 

3. Add liquid dye from a squeeze bottle into the banding before 
the final dyeing (as in Figure 6—3a). 


THE FOLD 


Procedure 
1. Gather or pleat the fabric in straight lines. (See Figure 6—5a.) 


6-4 Donut knot. 





6-5 The fold. 


6-6  Oversewing: roll the cloth 


and secure bands or oversew. 


CT 


6-7 Twist the cloth, tie it in a 
circle, and then dye it. 


| 





2. Secure the cloth with bands in random patterns. (See Figure 
6—5b.) 

3. Or wind the fabric tightly with rubber bands. (See Figure 
6—5c.) 


STITCHING 


Sewing variations create intricate designs. 


Procedure 

1. Draw a design lightly on the cloth. 

2. Do a running stitch along the line of the design. 

3. Pull the thread tightly (use strong thread) and gather up the 
fabric. 

4. Use rubber bands then to bind more patterns over the gath- 
ers. 


OVERSEWING 


Procedure 

1. Roll the cloth into a roll shape. (See Figure 6-6.) 

2. Stitch over the roll. 

3. Orjust twist the cloth, tieends together, dampen it, and place 
it in the dye bath. (See Figure 6-7.) 


Design Through Dyeing Techniques 


BLOCK DESIGNS 


Procedure 
1. Use blocks to create clear, bold, hard-edged designs. Use 
two identical blocks. Design the blocks in simple massive 
shapes about 4 X 6 inches. 
2. Fold the cloth into several layers, and place one block on 
top and the other exactly underneath it. 


3. Clamp the blocks together tightly with C-clamps (see Fig- 
ure 6-8.) 

4. The cloth, sandwiched between the blocks, is prevented 
from absorbing dye. 

5. Masonite, wood, or plywood (about 1-inch thick) can be 
used for making these blocks in any shape. If you do not 
have a saw, ask the lumberyard to cut out the blocks. 

6. Soak the blocks before using them. 

Polyurethane meat trays can also be used as blocks. 

8. Iry creating clamp designs with tongue depressors and 6-8 Boch designs using a C- 
other scrap woods. Some Indian motifs include rain clouds, —¢/amyp. 
lightning, buffalos, and eagles, as well as geometric pat- 
terns. 
9. Dishes and jar lids make good blocks, too. 
10. Place the cloth into a simmering dye solution for 30 mi- 
nutes. Rinse and remove the blocks. 
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PAINTED DESIGNS 


Procedure 

1. Wet the fabric and squeeze it to dampen it. 

2. Draw the design right on the fabric with the full-strength 
liquid dye, using a squeeze bottle (such as a hair-coloring 
bottle, or use eyedroppers). 

3. Or brush on designs with a paintbrush using the dyes by 
varying the colors in their strength. The colors will blend 
where they meet. When brushing on dyes, use paper cups or 
quart containers for each color and identify the color by 
writing the name on the cup. Place % package-of powdered 
dye into a cup, or one package of powdered dye into a quart 
container. Add hot tap water to almost fill the cups or jars. 
Stir well. Let cool. 

4. If the cloth is wet, the edges will be soft and blurry. If the 
cloth is dry, the edges of the dye will appear hard and firm. 
(See Figure 1—6.) 

5. Another technique is the batik process. Draw designs on the 
cloth with a paste resist or hot wax. These will resist the 
cooled dye when applying dye colors. (See page 153.) 


DYEING TWO OR MORE COLORS 


Use three or more bottles of full-strength liquid dye for pour- 
ing in various colors, such as yellow, gold, fuschia, and two or 
three prepared dyes in plastic buckets of other colors (for dip- 
ping). This technique works well for 30 to 50 students. 
Dyes, Tie-Dye, and 
Procedure Batik 
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6-9 Full-strength dye is poured 
from the dye bottle onto the banded 
cloth. 





2. Fill a squeeze bottle or an eyedropper with undiluted liquid 
dye (or pour it right from bottle) and squeeze the dye into 
the tied knots and under the rubber bands. 


3. Dip part of the cloth into a light-colored dye bath. 
4. Remove the cloth and squeeze out the excess dye. 
5. Do not remove the rubber bands, but add more rubber 
bands to the fabric. 
6. Rinse the fabric. 
7. Dip the fabric into the second color dye bath and squeeze. 
8. Rinse the fabric. 
9. Tie some more knots and place the fabric in a third, darker 
bath. 
10. Remove the fabric, squeeze it, rinse it well, and squeeze it 
again. 
11. Untie all the knots and bands. Rinse well. 


TIE-DYE ON A STICK 


Procedure 

1. Wet a large cloth and poke a broomstick handle into its 
center. 

2. Wrap the cloth around the handle and tie it with string and 
rubber bands. 

3. Have one person hold the handle. 

4. Have a second person pour the dye from a bucket onto the 
cloth, holding the cloth over a second bucket. (Two quart- 
sized buckets are needed for each color used.) 





5. As the dye is poured, the excess will fall into the second 
bucket. 

6. Change the buckets under the cloth as the different colors 
are poured, so that the colors stay clean and can be used 
again and again. 

7. For added designs, thinned tempera paints can be brushed on 
as well. 

8. For variation, use dye on a large brush. As the brush is drawn 
across the cloth, turn the broom handle for a spiral design 
effect. 


CRAYON-RESIST TIE-DYE 


Procedure 
1. Draw a crayon design on a piece of white fabric. Press hard. 
2. Dampen the fabric. 
3. Tie the fabric with string or rubber bands and dip it into 
watercolor or tempera paint. 
4. Remove the string and rubber bands. Do not rinse. 6-10 Designs of all sorts are dis- 
5. Hang the fabric to dry, clothespin style, or place it in be- played in this tie-dye sampler. The 


tween sheets of paper toweling and press it with a warm iron threaded oversewing ts left center. 
E The dark section, top middle, was 
ii made by rolling the cloth, stitching 
it back and forth, and then bleach- 
ing it. (Courtesy of Jean Stange.) 
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BLEACH DESIGN 


The surprise effects of bleach design are very exciting. Plain 
washed cotton fabrics and darkcolors such as blue (jeans) or 
black work well. 


Procedure 

1. Wash the fabric to remove any sizing. Keep cloth damp. 

2. Tie it tightly with string or rubber bands. 

3. Dip the tied portions into the bleach solution. (Equal parts 
of chlorine bleach and water.) Wear rubber gloves. 

4. Leave the fabric in the bleach for only a few minutes. 

5. Remove the fabric, rinse it in clear water, and hang it to dry. 


GOOD COLOR-DYE COMBINATIONS 


yellow, tangerine, fuschia, aqua, and black 
fuschia, kelly green, and dark green 

aqua, purple, and black 

yellow, scarlet, fuschia, royal blue, and purple 
yellow, navy, and aqua 

rose pink, scarlet, yellow, and black 

evening blue, fuschia, yellow, and dark brown 
cocoa brown, gold, and black 

fuschia, kelly green, yellow, and navy blue 
tangerine, bright blue, yellow, and cocoa brown 
fuschia, purple, and scarlet 

purple, yellow, fuschia, and orange 


Experiment to discover other interesting color-dye combina- 
tions. 


Checkpoints 


1. Cover all work surfaces and floors with plastic drop cloths. 
Work outside when possible. 

2. Carry wet cloth over newspapers, a plate, in a plastic bag 
or On an aluminum pan to catch the dye drips. 

3. Hang tie-dyes to dry outside over grass or place newspapers 
under them to catch drips. 

4. Remove any spills or stains with cleanser or household 
bleach. Identify each student’s cloth with a name tag or 
felt-tip pen. 

5. Most dyes today are permanent. If they are not, add 2 extra 
tablespoons of salt to the bath, or 2 tablespoons of vinegar 
to the works. 











6. In the classroom, prepare colors in large containers and 
place them in a sink. 

7. Tying in objects when binding fabric is fun and adds design 
interest. Styrofoam packing, pebbles, Popsicle sticks, coins, 
and marbles can be tied into rubber bands to create pat- 
terns. 

8. Have separate working areas for tying and dyeing work. 

9. Work with partners when tying knots; one person can hold 
the cloth while the other ties. 

10. Wash all materials before dyeing them to remove sizing. 
Old shirts are easy to work with. Natural fibers, such as 
cotton and silk, absorb dye colors best. 

11. Make sure all knots are tight, especially on thin material. 

12. Fabrics look darker when they are wet. Plan to make the 
dye color a little stronger as it will get lighter when the 
fabric dries. Dyeing time will depend on the color desired. 

13. After an item has been tie-dyed, wash it separately with 
cool water and cold water soap or have it dry cleaned. 


Batik 


Unusual effects and colorful textures are part of the discovery 
process when students produce batik. The batik process is 
another popular dye-resist technique in which the design is 
applied to the material with a substance that will resist the 
action of the dye. This substance is commonly wax. The basic 
principle is that grease and water do not mix. Wax is applied 
to the cloth with a traditional tool known as a 4anting, or brush, 
and the cloth is then dipped or brushed with dye. The wax 
resists the dye, which fills the areas that are not waxed. [his is 
the same process as crayon resist for tie-dye. Many teachers like 
their students to have experience with crayon resist before in- 
troducing the batik process. (Crayon drawings are brushed with 
dark tempera paint.) After dyeing, the resist (or wax) is 
removed from the cloth. 


History of Batik 


Batik is an ancient handcraft that is believed to be approxi- 
mately two thousand years old, having originated in ancient 
Egypt and spread to India by way of Persia (where it is still a 
highly decorative art form). Small pieces of batik cloth also 
have been found in the ruins of old Javanese ternples. As many 
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6-11 Migerian batiks reflect tra- 
ditional tribal patterns created with 
metal stencils, printing blocks, and 
brushes. The dye color commonly 
made and used is indigo blue. This 
batik had a cassava paste resist ap- 
plied on it and was then dyed. 
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as twelve thousand years ago, stone figures were decorated with 
patterns similar to those still being used today for cloth. 

In Javanese, batik means “wax writing.” It is believed that the 
name dahk had its origin in the native cotton cloth worn by the 
Javanese before the Mohammedan and European conquests. It 
is also recorded that noblewomen in Indonesia did cloth batik 
before the thirteenth century. 

As a contemporary art, batik gives handsome and decorative 
results and is popular among craftspeople as well as in school 
programs. In Japanese schools today, batik is taught as an im- 
portant decorating technique for fabric to be used for kimonos. 

There are two basic methods of doing batik: the Occidental 
and the Javanese. In the Occidental, one starts with light colors 
and builds up to dark dyes. The Javanese use dark colors first. 
The main difference is the sequence of dyes; there are only 
minor variations in the tools and fabrics used. 

The Javanese use traditional patterns and designs: birds, 
flowers, fruits, foliage, butterflies, fish, and shells. These are 
delightful motifs to use for the classroom as well. 

In Africa, batiks often reflect symmetrical tribal patterns, for 
which metal stencils, brushes, and printing blocks are used. 
African cloths are well known for their blue indigo dyes. 


Batik in the Classroom 


Batiking is exciting; it has that special “magical” quality of 
secret writing. Contemporary craftspeople have developed this 
craft into a personal art expression, and it is recognized widely 
for its unusual effects and creative possibilities. The teacher can 
introduce many related learning areas when. doing batik, such 





as the study of various cultures and the varied processes of cloth 
printing. (See Color Figure 4.) 

Batiks are found worldwide, and are used in many ingenious 5 
ways: as yardage for curtains, drapes, room dividers, blouses, = 
shirts, scarves, wall hangings, window screens, tablecloths, 
napkins, place mats, stuffed pillows, toys, dolls, and even greet- 
ing cards. When batik is used as a window screen, drape, or 
lampshade, the light that shines through it adds a luminous 
shimmering quality reminiscent of stained glass windows. 


Supplies Needed 

paraffin wax, grocery store variety 

beeswax (optional) 

broken wax crayons (be sure not to include any plastic 
crayons) 

liquid floorwax, lettering pens 

candles 

old roasting pan (or such) to place on a hot plate and to hold 
a muffin tin; or an electric fry pan (the water temperature can 
be controlled) a ee a 

muffin tins that fit into pans eo hs 

hot plate a a an 

nonflammable surface, such as a Formica table Pi A iene, ee 

waxed paper, cardboard, or foil under the cloth to protect work-  sothes (dress on the right) and can 





ing surface be used for decorative patterns on 
tjantings (optional) dolls, lamps, pillows, windows, and 
old brushes of various sizes (inexpensive bristle or soft hair) wall hangings. 


plastic buckets to mix and hold dyes (or glass jars) 

household dyes or inks or tempera paint 

sticks 

rubber gloves (or plastic) 

lots of newspaper and paper toweling 

electric iron 

clothespins and clotheslines (optional) 

water 

100 percent cotton cloth such as old sheets, pillowcases, 
blouses, T-shirts, muslin (do not use crease-resistant or drip- 
dry fabrics as they resist dyes) 


The Tjanting 

The f4anting is a special tool used by professional batik design- 
ers. The tool produces interesting linear effects. Most of the 
designs produced in Indonesia are made by applying hot wax 
to the cloth with the #anting. It looks like a metal funnel on the 
end of a wooden handle; it slowly dispenses the hot wax 
through a spout. To use the 4anting, dip the spout end into the 
melted wax pan and leave it there until it is good and hot. This 
keeps the metal bowl end hot enough to keep the wax flowing 
evenly through the spout. When the wax cools, place the 4anting 
again in the wax container, let it sit for about a minute, fill it, 151 
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and draw freely again. Practice will help you keep the speed of 
the flow steady. Catch the drips from the tjanting with a jar lid. 


PAPER BATIKS 


At times, the simplest crafts are like classic treasures. They 
seem to be enjoyed forever. 

The following procedure is an excellent one for introducing 
the concept of batik. 


1. Be sure cardboard or waxed paper is under the paper when 
applying the wax. 

2. Have the students brush on wax or apply wax with 4antings 
to simple paper toweling. Other papers, such as decorative 
wrapping paper, fine-quality parchment, and even drawing 
paper can be used. Apply cool household floorwax. 

3. Or, draw a design on with crayons or candles. 

4. Remove paper from cardboard surface and crinkle paper. 

5. Float the papers in dye baths (or inks or tempera paint) or 
try sponging paint or dyes onto the paper. 

6. Let the paper dry. 

7. To remove the wax, carefully scrape or rub it off, or dip the 
paper into benzine or mineral spirits. 


These luminous papers can be used for message cards, wrap- 
ping special gifts at special times, book covers, window decora- 
tions, and holiday ornaments. 


CLOTH BATIK PROCEDURE 


Batiking should be done in a well-ventilated area. Helpers, 
newspaper coverings, and stations for varying procedures are a 
must. Keep watch on the water supply for the fryer, and keep 
electric cords out of the way. To introduce the project, display 
good examples of batik made by students and by professionals. 
Explain and demonstrate all procedures and tools before using 
them. (See Color Figure 5.) 


Procedure 

1. Wash new materials to remove any sizing. Begin with a 
cotton piece about 12 X 18 inches. Local thrift stores and 
parent donations are a good source for old cotton bed sheets. 

2. Suggest large patterns for designing batiks: butterflies, birds, 
flowers, monsters, geometric patterns, and imaginary ani- 
mals. Consider large spaces as well as linear details when 
planning designs. Plan and draw the designs directly on the 
cloth with colored materials. Think of the design as a 





stained-glass window—bright, intense colors surrounded by 

darker outlines of color. 

. Materials for applying design can include: 

a. Felt-tip pens. Permanent or water-base pens will work. 
The colors are vibrant, and the design remains clear dur- 
ing subsequent procedures. When using water-base pens, 
wax must cover the drawing completely or the pen colors 
will run when the dye is applied. This can be a very 
attractive part of the batik as the colors blend like a 
watercolor when the effect is planned for. 

b. Oil pastels, charcoal, crayons, and pencils for drawing. 

c. Crayons melted in muffin tins and placed over low heat 
(electric fryer) brushed into design spaces. Place the 
pieces of colored crayon in each muffin tin and add a 
2-inch cube of paraffin to each tin. The paraffin helps 
spread the color during waxing and heips the wax to 
penetrate the cloth. 

d. Melted wax with a anting tool or lettering pen. 

e. Clear paraffin brushed on. The clear paraffin can be used 
to cover felt-tip pen-drawn areas. This is the procedure 
we prefer when working with large groups of students. 
Remember to keep the container with paraffin over water 
(double-boiler style); it will smoke and even catch fire if 
placed directly over heat. 

f. Any found objects. Place an object such as a kitchen 
utensil, into the hot wax and print it in repeat patterns on 
the cloth. You can also carve a design in wood or clay, 
cement the design to a long handle, place the handle in 
the hot wax, and print it on the cloth. When the waxed 
areas are cool, continue with the dyeing steps. 

g. Candles. Candles can be lit and droplets dripped on 
the cloth for drawing and texture. Brush dyes over the 
Wax. 

h. Cool household liquid floorwax can be applied to cloth or 
paper. 

. Plan the drawing sketch one day, waxing and dyeing on 
subsequent days. Students or mothers as helpers can aid 
with supervision and attention to safety rules. 
. Divide the room into working stations. The drawing on cloth 
can be done at the student’s seat. Provide a separate station 
for waxing, one with an inflammable surface. Six to eight 
students can work comfortably at one waxing table. Have 
two wax setups for a large table; place cardboard, waxed 
paper, or foil under the cloth during waxing. 

. Each setup includes one electric frying pan containing water. 

Adjust the heat so that it is hot enough to melt the wax and 

keep it at this temperature during the entire process. Make 

sure that the wax penetrates the cloth deeply. To do this, 
check the underside of the cloth—the wax should come 
through. Keep clear paraffin in a 1-pound coffee can, and the 





6-13 Lveryone enjoys expressing 
ideas in his or her own way. The 
smile on this girl's face displays 
her pride in her batik. The process 
is the one described, using felt-tip 
pens for the linear designs, clear 
wax over the lines, and a final 
brushed-on dye. 
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6-14 Melted wax is applied to 
cloth with either a tjanting tool, 
brush, wide ribbed lettering pen, 
found object, or stamp. After 
filling, carefully tip the tjanting 
tool back to keep the wax from run- 
ning out. (See Color Figure 4.) 
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muffin tin (containing wax crayons) in the electric frying pan ` 
with heated water. Brush and apply the wax, as desired, to 
the cloth. 

7. The crayons in the muffin tin method are more suitable for 
smaller groups of students. This adds large color areas 
quickly and gives the appearance of more color applications. 
Keep a brush for each crayon color so that students can trade 
brushes. Keep dirty brushes out of clean wax colors. Wash 
the color out of the brushes by placing them in the heated 
water in the fry pan. 

8. After applying the wax, let it dry for 10 minutes until the 
wax is very cool, (or try unheated household wax.) 

9. When the wax is cool and hard, take the cloth outside or 
hold it over a waste can and crinkle it into a ball. The crack- 
ling will later cause the dyes to run into the cracked wax 
lines, creating the spider-web effect that is the textural pat- 
tern so desirable in batik. 


SUBSTITUTE PASTE RESIST FOR BATIK 


Making a substitute paste resist is a simple and sometimes 
desirable procedure in doing batik, especially with very young 
children. A simple paste can be made with flour and cold water 
mixed smoothly until it’s consistency is creamy. (Gradually add 
1 cup plus 3 tablespoons of flour to 1 cup of water.) Any lumps 
will slow down the process. The paste can be applied in any one 
of several processes. It can be spread with a blunt, smooth knife; 
brushed on; squeezed through the nozzle of a plastic bottle 
(mustard, catsup, or detergent); squeezed through a cookie or 
cake decorator; or spread onto the cloth and then, while wet, 
incised with tools such as a fork or stick. Use the paste resist 
on the day it is made. 


The paste design on the fabric must be allowed to dry over- 
night. It is then crackled in the same way as wax. 

Because dipping a cloth covered with a paste resist into a dye 
would destroy the design, the dye must either be brushed or 
sponged on. Food coloring or prepared tempera can be used as 
a substitute for the permanent-dye process if desired. 

When using water dyes, do not dip the fabric to wash out the 
paste resist. Instead, scrape, pick, or rub off the resist material. 
The fabric then can be dried and ironed. 


DYEING BATIKS 


For a class of about thirty students, mix more than one color. 
Apply the dyes at a separate station—such as one long table 
covered with newspaper containing three 1-gallon bottles of 
dye color. If there are three containers of dye—one scarlet, one 
navy, and one purple—the students have a good choice for 
background colors (bright colors are also fine.) Consider the 
colors used in the drawing; for instance, red dyes will cover red 
pen marks. Cloths can be dipped into dye baths, or several 


6-15 Dyes will keep for several 
weeks in covered bottles. The frame, 
right foreground, holds the cloth 
during wax application and keeps 
cloth from sticking to the table sur- 
face. 
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6-16 Batik has a secret writing 

quality. The final design is not re- 
vealed until after the dye is applied. 
This cowboy is by a first-grade stu- 
dent. 





colors can be applied to a background when brushing on dye 
colors. 


Procedure 

1. Prepare the dyes the night before. Mix dyes in simmering 
hot water, but use them when they are cool or they will melt 
the wax in the design. 

2. Prepare the dyes by placing 2 cups of simmering hot water 
into a container. Add powdered dye and mix it until it is 
dissolved; stir it well. 

3. Wear rubber gloves and use a stick or spoon for mixing. Plan 
about one package of powdered dye to 2 quarts of water (or 
use quart jars for each color); the dye is prepared stronger 
than the package directions suggest. After the dye is dis- 
solved, add hot water to complete the amount. Stir well. 

4. Use at least one bristle brush for each dye color. More than 
one color can be brushed on the background for variety. The 
brush also produces a very interesting texture. If areas of 


a 


color are kept separate, then the batik looks like it has been 
dipped into many dye baths. Colors will also blend and mix 
where they run together. 

5. If you plan to dip the cloth into the dye, prepare the dyes 
as directed here but use about two packages of powdered 
dye to 4 quarts of water; mix the dye in a plastic container. 
Dipping is best done outside when weather permits, or place 
the dye baths right in the sink. 

6. Immerse the cloth for about 15 to 20 minutes for color per- 
manence. Nofe: As an alternative to using dyes, use acrylic 
paints on fabrics either by brushing them on or as in doing 
block printing. 

7. Thin the acrylic paints when using a brush. When block 
printing, use thicker acrylic paints. Because the thicker paint 
is stiffer when dry, the cloth is better suited for drapery and 
hanging designs. Lacquer thinner or ammonia will clean off 
acrylic paints in unwanted areas or from dirty brushes (do 
not use on nylon brushes). 

8. Let the dye dry somewhat on newspapers, or place the fabric 
outside on the grass and hold it down with a small rock to 
keep it from blowing away, or hang it on a clothesline. 


FINISHING BATIKS 
To remove the wax, either 


1. Scrape it with a blunt knife, or 

2. Place a pad of newspapers on a table or an ironing board. 
Place paper toweling on the top of and underneath the batik. 
Place more newspapers over this. With a warm iron, iron the 
design areas. Change the newspapers as they become satu- 
rated with wax. Do not place newspaper next to the batik as 
the print sometimes rubs off. The heat also helps set the 
color. Ironing tables and helpers should be out of the line of 
traffic. 

3. If needed, hang the fabric on a clothesline for further drying. 
Spray the fabric with varnish or a plastic finish for protec- 
tion, if desired. (If the wax crayon process has been used, 
place a clean piece of drawing paper over and under the 
fabric when ironing—this will produce a “batik print.’’) 

4. Batiks are especially beautiful as lampshades and window 
curtains or coverings, for when the light shines through, 
they take on a special brilliance. 

5. Batiks also can be used as pillow covers and on greeting 
cards; as swatches for patchwork, when cut up, or as ap- 
pliqué on shirts. As a wall hanging, either stretch the batik 
over a cardboard or wood frame or hang it from a dowel (we 
glue ours right to the rod) and add macrame fringes. 
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Wax-Resist Eggs 


Easter is time for flowers, bugs, planting vegetables in a gar- 
den, and painting eggs, but we can paint eggs any time. 

The egg has long been a favorite symbol in ceremonies. The 
decorated egg is a distinctive example of folk art, particularly 
from the Ukraine, where elements of folk tales are the decora- 
tions on the eggs. The Hutzels, who live in the western Ukraine, 
tell the story that, during the crucifixion of Christ, Mary deco- 
rated eggs as.an offering for her son’s life. Her tears fell on the 
eggs as she decorated them and the dots of brilliant color on the 
eggs represent her tears. Richly decorated eggs, then, are in the 
tradition of Christian ritual. Decorated clay eggs also have been 
uncovered in the ruins of pagan civilizations. (See Figure 6-17.) 

Eggs can be decorated in much the same manner as fabrics are 
batiked. Applied wax resists the dye baths and the pattern 
remains. 


Procedure 

1. Blow out the eggs. (two holes, one at each end; blow through 
smaller hole. Puncture the egg yoke if blowing is diffi- 
cult)! 

2. To apply the wax, use either toothpicks, small brushes, or 
place a straight pin into a pencil eraser (draw with the head 
of the pin), or wax crayons. Favorite Ukrainian designs in- 
clude spiral forms, the triangle, and overlapping circles. 
Birds, such as the parrot, the mystic eagle, the peacock, and 
the phoenix; plant forms of all kinds; landscapes, clouds, and 
mountains appear in the designs. 

3. Use rubber bands as guidelines. Or divide the egg into vari- 
ous shapes and include a pattern within each shape. These 
designs can be as simple or complex as you wish. 

4. Melt the wax in a jar lid. The lid sits on a screen on a concrete 
block. Inside the block, a lit candle stands in another jar lid. 
Apply wax to the eggs with a pin head or a wide nib lettering 
pen. Let the wax cool and harden. (See Figure 6-17.) 

5. Dip the eggs into colored dye baths, the most common being 
the food coloring bath. Mix your own colors. Leave the egg 
in the dye bath for bright colors. Remove and let dry. 

6. Add more wax and redye. Repeat these steps several times. 

7. Remove the wax by placing the eggs in a 250°F. oven. When 
the wax is shiny, it has melted. 

8. Rub the wax off with a warm, lint-free cloth. 


"Or hard boil the eggs or use just raw eggs and decorate them. The inside 
of the eggs will eventually dry out. 








6-17a Applying wax to eggs 
with pin heads. Cups hold dye col- 
ors. 


6-17b Wazx-resist batiked eggs. 
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Checkpoints 


10. 


11. 


12 


dey. 


14. 


15 


16. 


T7: 
18. 


. Wear old clothes. 
. Study and discuss line effects, color theory, and color rela- 


tionships. 


. Use simple motifs for designs: lines, dots, circles, squares, 


animals, suns, trees, and flowers. 

For classroom use, the best material for batiking is un- 
bleached muslin (or 100 percent cotton sheeting). Other 
suggested:cloths are silks, velvets, linens, pellon, and even 
leather. 


. To transfer a design to sheer cloth, such as silk or organdy, 


place the cloth over the sketch and trace the design directly 
with chalk, pencil, or pens (the design shows through the 
thin cloth). 


. Use a Hanting for applying the wax (See page 151.) 
. Use inexpensive brushes for waxing. Hot water melts the . 


glue in the brush ferrel (the ferrel holds the hairs in the 
brush). Flat bristle brushes cover areas quickly, and soft 
hair brushes are good for details and lines. 


. Artists use about one part beeswax to two parts paraffin for 


waxing, but straight paraffin is fine for classroom use. 
Melted candles work well also. 


. Drawn lines are controlled. Crackled lines are uncontrolled, 


making a good contrast. For another textural application, 
apply the wax and let it cool. Scratch a design through 
the wax with something pointed, such as a nail or tooth- 
pick. 

Use rubber cement instead of wax. Try masking-tape resist 
for sharp geometric shapes. 

Other tools can be dipped into wax and used for patterns 
and designs: potato mashers, Q-tips, top edges of bottles, 
toothbrushes, forks, spoons, tin can edges, cardboard tubes, 
and even the edge of a piece of cardboard. 

Use stretcher bars or embroidery hoops if desired to tack 
down the cloth. Use waxed paper under the cloth when 
waxing to prevent the wax from sticking to the work sur- 
face. 

In lower grades, use paste resist or liquid floorwax, tempera 
paint, and watercolor on cloth instead of dye baths. 

Be sure the dye bath has had time to cool before dipping 
the cloth. 

When dyeing clothing articles, place the dye baths in or 
next to the sink so the batik can be rinsed in cool water to 
remove the excess dye. 

Place the batiked fabric inside newspaper to remove excess 
Water. 

Colored inks can be used as dye baths. 

Use gloves when dipping the cloth into the dyes and an old 





JA 


20. 


2l. 


22. 


Zo. 


24. 


stick to take the cloth out of the dye. Have plenty of news- 
papers on hand. 

Ironing can be done while the fabric is still moist. Be sure 
to change the newspapers frequently as you iron. 

If skimmed milk (either powdered or liquid) is brushed on 
the fabric before the dye is applied, the fabric will accept 
the dyes more readily. 

Wax mixture: beeswax is added to the wax mixture to 
minimize the crackling effect. If adding paraffin to a crayon 
mixture, one 2-inch square of paraffin to crayon wax in a 
muffin tin is adequate. 

Procion dye is a cold-water dye that is bright and perma- 
nent. Procion dyes work on cotton, linen, silk, viscose 
rayon, jute, wool, and other natural fibers, but not on syn- 
thetics. The dye comes in highly concentrated powdered 
form. Procion dye is packaged under different names. It is 
packaged in its original bulk form and salt and washing 
soda can be added when mixing the dye. It is a most 
economical dye. A 2-ounce package of the dye will dye 
between 10 and 30 yards of material. A weaker dye will 
give lighter color shades. You need only use a few tea- 
spoons of the dye at a time; the rest can be stored until 
needed. The dyes are available in a variety of brilliant colors 
and can be mixed according to directions. 

Steam fabrics to set the dye. Fold the fabric into a small and 
compact size. Wrap it in an old towel and tie it securely. 
Avoid touching the sides of the steamer. A steamer is any 
perforated pan placed over boiling water. Cover the batik 
with aluminum foil. After the water boils, steam the fabric 
for 45 minutes. Let it cool until you are able to handle the 
batik. Place the batik in about 3 inches of water in a pan, 
face down. Soak it for 30 minutes to an hour. Remove the 
paste mixture or iron out the wax. Iron the batik and finish 
it for hanging. 

To decorate polyester fabrics (including drip-dry, acrylon 
(and nylon) use specially prepared crayons for fabrics. Sim- 
ply draw designs on paper, with crayons, and then iron the 
paper over the cloth to set the designs. Have the students 
add messages and designs with fabric crayon transfers on 
an old polyester shirt or pants for fun; everyone can add his 
special ingenious design. 
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Crown Publishers, Inc., 1974. 
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Yarns, Needles, 
and Cloth 


Stitchery is the contemporary name for the ancient needle- 
and-thread arts of embroidery and appligué. Modern stitchery is a 
combination of influences from the Orient, Europe, and Latin 
America. History tells us that the ships on the Nile were rigged 
with brightly colored patchwork sails. During the Renaissance, 
soldiers, kings, and horses met on battlefields wearing garments 
embroidered and appliquéd in gold. After trade routes were 
established with the Orient, rare dyes, silks, and designs in- 
fluenced fashion. 

American women pioneers are fondly remembered for their 
brilliant patchwork quilt designs. Every scrap of cloth was 
saved for this folkcraft; very little was ever thrown away. From 
these small pieces of fabric, beautifully designed objects were 
created; today, these quilt designs are recognized for their 
unique and handsome textures and patterns and are often dis- 
played and treasured as fine wall hangings. 

In Alaska, people still make coats, boots, and gloves from the 
hides of seals in order to protect themselves from the cold. In 
other parts of the world, people wear clothing for decoration as 
well as for protection. Creating your own fun fashions with just 
your hands, scissors, needles, and thread, will help you to 
become that specially dressed person. You can stitch a shirt, 
tie-dye a shirt, batik a scarf, macrame a belt, string a necklace 
with beads, and design and applique a headband. These crafts 
will all be artistic expressions of your efforts. 

Stitching and embroidery are special ways to enhance your 
clothes. Your clothes are the nearest thing to you. They go with 
you everywhere you go, and everyone sees them on you. 
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7-1 ‘Felt Applique on Duffle, ~ 
by Nanaug of Baker Lake. There 
is an expressive, rhythmic mood to 
these animals and figures that sug- 
gests the culture of the Canadian 
Eskimo. Duffle is a coarse, woolen 
cloth with a thick nap that is used 
for cold-weather clothing. (Courtesy 
of The Hand And The Spirit 
Crafts Gallery, Scottsdale, Arizo- 
na. Photograph by Jerry D. Jacka.) 
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Stitchery can personalize them. Begin by thinking of embroi- 
dery as painting with colored yarns. 


Designing with Cloth 


Discovering, selecting, and working with fabrics and fibers 
offer the child exciting tactile experiences. Everyone likes to 
touch variously textured cloths from the wide selection availa- 
ble today. Cloth scraps and old clothes, and other sources such 
as cloth factories, can become a reservoir of ingredients for this 
never outgrown fun craft. (See Color Figure 6.) 

Students will especially enjoy rummaging through fabrics to 
select bright, happy colors and patterns, softly textured velvets, 
sheer chiffons, and rugged upholstery materials. Each of these 
tactile experiences can stimulate the imagination to a wide 
range of possible projects from small stuffed, lovable creatures 
to large, mural-sized panels. Class or individual projects can be 
done. To begin, design qualities should be discussed with the 


students. The following relate to constructing with cloth and 
thread: 





7-2 Kindergartners had fun 
drawing on cloth with permanent 
felt-tip pens; their teacher made the 
cloth into a smock. 





1. Experiment with and choose color relationships: how one 
color will affect the color next to it; and now light and dark 
hues will affect the over-all design. 

2. How do textures look and feel? What are their similarities 
and differences? How are textures in contrast to each other: 
rough—-smooth and shiny—dull? 

3. Shapes can be large as well as small, intricate and simple, and 
heavy and delicate. Encourage students to experiment with 
the placement of cloth before making final decisions. Shapes 
can be repeated to create rhythms and unity of design. 

4. Many fabrics have busy print patterns and these will greatly 
influence the feeling of the final design. 

5. The manipulative skills involved include cutting, sewing, 
gluing, and stitching. Many teachers find that both boys and 
girls are fascinated by the challenge of designing with nee- 
dle, thread, and cloth. Many of the greatest past and present 
designers, tailors, and tapestry weavers have been men. 


Stitchery is an excellent introduction to making aesthetic Yarns, Needles, 


decisions that are applicable to everyday living whether in per- and Cloth 


sonal dress or in Our environment. 165 
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7-3 Running stitch. 


Happy Stitching 


Embroidery is drawing with stitches. The very youngest stu- 
dent is able to glue threads and yarns in place. In Mexico, the 
children like to make yarn pictures; they glue the yarn onto a 
backing. Learning to thread a needle is a giant step to a first- 
grader. 

To thread a needle, bend the end of the piece of yarn. Large- 
eyed needles are easier for youngsters to thread. Crease the 
point end with your fingernail. Insert the folded yarn end into 
the needle’s eye, or make an eye with a piece of wire and pull 
the yarn through the eye. 

Teach the few basic stitches shown here to get the class 
started. Before you know it, students will have mastered these 
stitches and will be on the way to inventing their own. Plan to 
spend time experimenting with different stitches. These experi- 
ments with stitches themselves are often decorative samplers. 
[Involvement and enjoyment are often increased when there are 
no preconceived plans to establish boundaries. Manipulating 
materials becomes more creative when the materials themselves 
suggest the ideas and forms to be used. Start having fun by 
experimenting with different types of stitches and color combi- 
nations. Be adventurous and explore the materials; enjoy the 
doing as well as the finished product. 

Instruct students how to achieve a straight line on cloth: pull 
one thread out from the cloth, and then cut along the straight 
line indicated. The teacher may choose to have the backing 
cloth cut into convenient sizes before beginning projects. 


Basic Stitches 


> RUNNING STITCH 


This is the most common and the simplest stitch. Pass the 
needle in, under and out of the cloth along a straight or curved 
line. Take several stitches on the needle at once and draw the 
needle through the cloth. Stitches and spaces can be uniform in 
length to achieve an even interval. (See Figure 7-3.) 





A COUCHING STITCH 


Lay the strand of yarn to be embroidered along the planned 
line on the cloth. At uniform intervals along the yarn, bring the 
needle up on one side, across, and down through to the back on 
the other side. This holds the yarn strand firmly in place. (See 
Figure 7—4.) 





BACKSTITCH 


Take one running stitch. At the end of the stitch go through 
to the back of the cloth; bring the back up at a distance twice 
as long as the length of the running stitch. (See Figure 7-5.) 


‘CHAIN STITCH 


Bring the needle to the front side of the cloth. Make a loop 
of the thread. Hold the loop down with the thumb. Bring the 
loop to where it just came up and bring the needle to the 
underside. Do not pull the thread tight. Bring the needle up to 
the front near the rounded end of the first loop. Create another 
loop and leave the thread over the first loop, thus holding the 





7-4 Couching stitch. 


7-5 Backstitch. 


7-6 Chain sttch. 
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7-7 The colorful and effective 
chain stitch on a loose weave dish 
cloth is produced with scraps of 
yarn and a large-eyed embroidery 


needle (the yarn was doubled and 
knotted at the end). 
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first loop down. Continue this stitch for a chain effect. (See 
Figure 7—6.) 


LAZY DAISY STITCH 


Bring the needle up at what will be the center of the flower. 
Form a loop of thread the length of the flower petal. Go to the 
back of the cloth. Hold this loop down by making a short 
running stitch over the petal tip to keep it in place. Bring the 
needle back to the center to start the next petal. (See Figure 
7—8.) 





FRENCH KNOT 


Keep the point of the needle close to the cloth. Wrap the yarn 
7-8 Lazy daisy stitch. three or four times (for the desired sized knot) around the 


168 7-9 French knot. 7-10 Satin stitch. 





needle. Insert the needle into the cloth close to where it came 
up; this forms the knot. (See Figure 7-9.) 


‘SATIN STITCH 


The satin stitch is used to fill the design shapes. Use small 
running stitches spaced next to each other to completely fill in 
a design shape. This also acts to put the stitch in relief, giving 
it bulk. Space the stitches close to each other, as shown, and fill 
in the design. (See Figure 7-10.) 


E BLANKET STITCH 


Bring the yarn and needle to the front of the cloth. Make half 
a loop, which is held under the thumb (at a right angle). Go to 
the underside of the cloth. Come up through the cloth in the 
center at the point of the angle. (See Figure 7-11.) 


BOROSS SHTCH 
Make a series of diagonal stitches. Work back across these 


stitches, creating the crosses, and fill in the opposite diagonals. 
(See Figure 7-12.) 


SEED STITCH 


Fill in an area with tiny stitches going in all directions. (See 
Figure 7-13.) 
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7-11 Blanket stitch. ZEA “Gross stich: 7-13 Seed stitch. 





7-14 Outline stitch. 
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7-15 Overcast stitch. 7-16 Feather stitch. 


OUTLINE STITCH 


Make a running stitch. Go under the cloth with the needle 
and come to the front before the end of the first stitch. Continue 
this stitch to create an outline. (See Figure 7-14.) 


OVERCAST STITCH 


Make a diagonal running stitch. Place the succeeding stitches 
next to the previous ones, working the needle up through the 
cloth to the front of the stitch, then down to the back and onto 
the top of the stitch. (See Figure 7-15.) 


FEATHER STITCH 


Make a loop stitch. Hold the middle of the loop with the 
thumb. From the back, go through the cloth in the center of the 
loop and make a half loop to one side. Move again to the center 
of the new loop; go through the cloth and make a half loop 
going in the opposite direction. Continue this stitch for the 
feather stitch. (See Figure 7-16.) 


THREADED STITCH 


Complete a row of running stitches. Using a different colored 
yarn, weave in and out of the running stitches. 


7-17 A sampler pillow of a var- 


iety of stitches. (Courtesy of Joan 
Melamed.) 





WASSELS 


Supplies Needed 
cardboard 
SCISSOTS 

yarns 


Procedure 

1. To make a tassel, cut a square of medium-weight cardboard. 

2. Wrap some yarn around the center of the cardboard square 
twelve times. (See Figure 7-18a.) 

3. Include a cord inside the top of the wrapping. This will be 
used later to tie the tassel on to a decoration. 

4. Cut the bottom end of the yarn off the cardboard as shown 
in Figure 7—18b. 

5. A short space from the top edge, tie a cord tightly to form 
the tassel. (See Figure 7-18c.) 


7-18 Tassel 
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7-19 Pom-pom. 
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POM-POMS 


Supplies Needed 
cardboard 

SCISSOrS 

yarn 


Procedure 

1. To make a pom-pom, cut two cardboard circles of equal size. 

2. Cut identical center holes in the circles. (See Figure 7—19a.) 

3. Wrap some yarn through the center and around both pieces 
of cardboard many times. (See Figure 7—-19b.) 

4. Cut the yarn along the outside edge. 

5. Tie the cut yarn through the center of the two pieces of 
cardboard. (See Figure 7-—19c.) 


Applique 


Appliqué simply means sewing one cloth to another cloth. 
Like many contemporary craftspeople, you will want to create 
your own designs, whether abstract or representational. Cut 
your designs from one color cloth, and sew them onto cloth of 
another color, turning under as you sew along the edge. If you 
are using felt, pellon, leatherette, or blanket materials, it is not 
necessary to sew, just glue them down, as the edges of the fabric 
do not unravel. Then continue on with your stitched designs. 
The colorful scraps of cloth will build up a solid form quickly, 
while the stitching, which goes more slowly, will add linear 
quality. Young students can glue fabrics down and draw on 
linear details with felt-tip pens. See Bold Wall Hangings, Ban- 
ners, and Flags, pages 178-181. 

Colorful prints add effective accents. Organdies, chiffons, 
laces, and nets also are interesting textural materials that can be 
applied in layers over other materials. Some students like to 
appliqué previously made weavings and macrames to cloth. 

Stitchery and appliqué can be used on clothes, dolls, banners, 
pillows, toys, and flags. A very popular craft with young-at- 
heart people today is to stitch and appliqué all kinds of 
imaginative objects and designs on blue denim shirts and pants: 
bright swatches of cloth, sequins, jewels and beads, braids, 
buttons, and rickrack. Try giving an old shirt new life. Stitchery 
is an art to wear and enjoy. 

There are many opportunities to incorporate cloth crafts into 
the classroom. The creative teacher will achieve a variety of 
results from simple “feel it” pictures and cloth messages of 
happiness to school banners and flags. All carry with them the 


warm expressions of the children themselves. They are treas- 
ures of childhood to enjoy and keep. 


Supplies Needed 

needles: any large, dull, big-eyed needles; blunt tapestry, large 
rug, and plastic embroidery needles 

wire wrapping (found on the end of bread loaves) 

fabric for background: any kind is suitable—open weave such 
as burlap, muslin, and monk’s cloth, and upholstery fabrics 
and felt 

scrap materials of all kinds for appliqué in an assortment of 
weights, colors, and patterns 

an old frame; embroidery hoops (some come with adjustable 
screws on the outer hoop); a meat tray or other Styrofoam 
sheets (optional) 

pins, staples, or tape 

SCISSOTS 

thimble 

threads and yarns: large rug yarns, common cotton skeins, 
raffia, string, and jute 

decorative accessories: old jewelry, buttons, clay and glass 
beads, lace, braid, sequins, wire tassels, bells, and found ob- 
jects 

white glue or fabric adhesive 

paper to plan design 

white or black charcoal or colored chalks to apply design 

wood dowels, lattice, picture frames, and mat board for hanging 

plastic bags to hold different colored yarns 

storage space, such as a basket or see-through plastic boxes to 
hold handwork 


COLLAGE “TOUCH” PICTURES 


This project is a never-ending cloth adventure with great 
tactile possibilities! Collecting and gathering cloth with differ- 
ent textures and patterns are the motivation to begin. 

Share touching experiences with each other by talking about 
how objects feel and how they make us feel. Texture means the 
surface quality of an object. We all recognize the significance of 
touching; the infant rubs his cheek against his mother’s skin, 
the three-year-old can’t give up his favorite blanket, which he 
carries with him and delights in touching. Preschoolers and 
primary age children gain much sensory learning information 
through feeling, and some reading programs use touching de- 
vices to teach letters. 

Collage touch pictures are one way to invite “feeling” into 
art. List words on the board that describe textures after explor- 
ing cloth samples, feeling walks, and texture-guessing boxes. 
The students can come up with all kinds of descriptive words 
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such as furry, bumpy, prickly, spongy, and bristly; they often help 
with the spelling, too. Writing these words on the board helps 
us to remember them; they also serve as motivation for story- 
telling ideas. Invite the students to think of textures from their 
past experiences. 

Collage touch projects include pictures, greeting messages, 
book covers, holiday jewelry, basket coverings (over ice cream 
containers), and large murals. A touch book made from each 
child’s touch picture is an interesting group project. Old wallpa- 
per books are excellent for backings. 


Supplies Needed 

cloth scraps of all kinds and magazine photo scraps 

burlap, felt, yarns, beads, old jewelry, small old toy parts, rick- 
rack, braiding, sponge, velour paper, sandpaper, and foils 

white glue 

SCISSOTS 

cardboard backing 


Procedure 

1. Plan a project with a simple design. 

2. Select the size of the cardboard backing. Try unusual shapes, 
such as round or tall ones. 

3. Experiment with the placement of cloth colors, patterns, 
textures, and shapes. 

4. Glue down a slightly larger backing cloth if desired, such as 
burlap or felt. Allow the cloth to extend over the edges of 
the cardboard; fold the fabric along the edge and lap to the 
underside and glue it down. 

5. Cut out the pieces needed for the design. 

6. Glue and press down each piece onto the backing cloth. 

7. Add yarns and beads for decorative touches. Draw on details 
with permanent felt-tip pens. 

8. Cover the entire cloth with waxed paper. 

9. Press over the picture with a heavy object such as a book 
until the picture is dry. 


For variation, try a patchwork picture. Cut scraps of cloth 
into geometric or free-form shapes. Be sure to cut them so that 
they fit together like a puzzle. Use a paper template (a pattern 
such as a hexagon) to obtain repeated shapes; in this way, the 
shapes will all be the same size but in a variety of patterned 
cloths. 


EASY BURLAP STITCHING 


Burlap is an excellent backing material for use with all ages 
of elementary students. The open weave of the fabric invites 


the WE hee 





the sewer to add his own stitches and yarns to create expressive 
designs. 

One fourth-grade teacher left a large piece of burlap out 
during the entire year and students added to the stitched mural 
as they wished. The finished fabric mural was presented to the 
school and hung in the cafeteria for all to enjoy. Another fifth- 
grade teacher requested each student to complete a 10 X 12 
inch panel on their favorite American history story. These pan- 
els were then joined as a wall hanging and displayed in the 
school’s entryway. Other possible burlap-stitched designs can 
be used as individual wall hangings (on dowels), stretched over 
an old picture frame; matted as drawings; for curtains and pil- 
low tops; and lined and used as carryalls. 
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7-20 First-graders learn by do- 
ing a running stitch on each of 
these 10-inch burlap squares. 
Stitching around each square helps 
keep the fringe from raveling. As a 
mural display the squares reflect the 
charm and wit of each hand. 


7-21 Working in small groups, 
fifth-graders stitched individual 
units for this banner of the thirteen 


original colonies. 
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Supplies Needed 

burlap (or linen, upholstery fabric, or scrim) 

yarn, string, thread, ribbon, found objects, beads, and bells 
needles, such as embroidery, with large eyes 

SCISSOTS 

a sample of stitches 

embroidery hoops and canvas stretchers (optional) 


Procedure 

1. Sketch the design on the burlap with chalk. 

2. Demonstråte how to thread the needle and knot the thread. 

3. Demonstrate some of the stitches you want the students to 
learn. Discuss how these stitches are used in the examples 
displayed. Discuss the place of embroidery in the Middie 
Ages and in our American culture. 

4. Encourage students to practice the stitches as well as to 
invent their own. Encourage exploring textural possibilities 
with various yarns, threads, and found objects. 

5. Pulled threads will achieve another texture. To do this, pull 
the threads horizontally or vertically (pull several, about ten, 
next to each other). This will leave open window spaces; 
these can be pinched and tied off in clusters, glued open, or 
left as sheer designs. 

6. Weave into the pulled-thread areas. Use the burlap as the 
warp, and weave with various materials; add beads and such 
if desired. 

7. Appliqué brightly colored fabrics onto the cloth. Glue or 
stitch them down. (Pieces of appliqué can be folded under 
and ironed before stitching for easier handling.) 

8. Yarn designs and found objects can be fastened down with 
stitches or glue. 


BEADS ON CLOTH 


An appealing decorative technique that captures the un- 
predictable spirit in` art develops through the manipulation of 
beads and cloth. (See Color Figure 7.) Beads are colorful and 
glamorous. They create jeweled embellishments that are a joy 
to wear. Adding beads to your cloths makes them become 
ablaze with designs of birds, flowers, and colorful shapes; and 
textures splash across shirts, pants, and belts. 

Elegant native American Indian beadwork was a treasured art 
before Columbus discovered America. At that time, beads were 
primarily environmental materials such as bones, stones, clay, 
seeds, shells, and porcupine quills. When the European traders 
brought glass beads with them from Venice, the art of bril- 
liantly colored beadwork became more decorative and graceful 
in design. 





There are two basic ways of working with beads, either by 
weaving (see pages 229-231) or embroidery. The favored em- 
broidery technique of applying beads is by the overlaid, spot, 
or couching-stitch process. (See Figure 7—23.) In this direct ap- 
proach, a length of beads is threaded on a string, nylon thread, 
or beading thread. The backing material is commonly heavy 
cloth or leather. The length is then laid in position according to 
the design. Many of the designs are circular. Then, a second 
thread is stitched over the first, crossing horizontally over every 
few beads, which secures the strand to the backing, the same 
as in the couching embroidery stitch. 

The Northern Plains tribes, including the Shoshone, the As- 
siniboin, and the Crow, as well as the Ottowa in Michigan, the 
Astakiwi in California, and the Apache in Arizona, are admired 
for their magnificent beadwork. Adornment has played a major 
part in almost every culture of the past and present. Studying 





7-22 “Beaded whimsies. These 
heart and boot pincushions are part 
of the souvenir trade originally 
begun between 1890 and 1910 by 
the Mohawk and Mohegan Indi- 
ans living around Niagara Falls, 
New York. The glass beads were 
sewn in a raised, three-dimensional 
loop on a shiny cotton cambric 


backing. 


7-23 Embellishing denim cloth- 
ing 1s a contemporary folk art. Jew- 
elry, old buttons, and beads were 
appligued to produce this inventive 
design on a denim shirt. Shirt by 
Patsy Lowry. 
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7-24 Large paper and cloth ban- 
ners can rapidly transform environ- 
ments. These original flags and 
banners are being displayed proudly 
by first-graders as part of a unit on 
flags of other countries. 


excellent artifact examples is an excellent way to uncover the 
history and art of the people. 


Supplies Needed 

beads, pearls, rhinestones, and buttons 

cloth: denim shirts and pants, felt, anything heavy enough to 
carry the beads 

nylon thread (beading thread is available at hobby stores) 

needles that fit through beads (beading needles are also availa- 


ble at hobby stores) 
paper cups, aluminum pie tins, or small ashtrays to hold the 


beads 


embroidery hoop, small wood frame, or sewing bolt to hold the 
cloth taut (optional) 


Procedure 
1. Plan a simple design: consider large, simple shapes. 
2. Wash the cloth to remove the sizing, and then iron it. 
3. Transfer the design to the cloth with chalk or a light pencil 


mark. 
4. Plan for large design areas, but also let the design progress 


with colors and textures spontaneously as the student 


works with the available beads. 
5. Thread the needle with a single thread. Knot the end. 
6. Begin with a single bead and sew it on. Sew on this same 


bead two more times to anchor it. 

7. Three or four beads can then be sewn on at the same time. 
Pick up the beads with a needle. Place the beads comforta- 
bly on the cloth, not so tightly that the cloth buckles. 

8. Push the needle to the back of the cloth and resew the last 


bead to the cloth. 

9. Lay the beads in the direction of the design. Continue bead- 
ing with several beads. Never bead with more than five 
beads at one time, as the thread becomes too loose. 
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10. If the beading seems to be loose, use the couching embroi- 
dery stitch to sew the beads onto the cloth. This is done by 
sewing small horizontal stitches across the beaded strand to 
hold it down. 

11. Sew jewelry and larger beads into the work; be careful not 
to make the beadwork too heavy. 

12. End the strand by tacking the thread several times through 
the fabric and knot it. 

13. Be inventive and combine several techniques: applique, 
embroidery, and beading. Experiment and discover what 
possibilities are available. 


BOLD WALL HANGINGS, BANNERS, AND 
FLAGS 


Wall hangings, banners, and flags are festive additions when 
celebrating special times. The earliest banners were rigid stand- 
ards, not flexible cloth. The Romans, Egyptians, and the Cru- 
saders carried banners and flags to identify nobility and kings. 
They were widely used during the Middle Ages when warriors, 
hidden behind armor and helmets, carried banners to identify 
whether they were friend or foe. Merchants and craft guilds 
used banners to advertise. Today, many contemporary artists 
design cloth banners as a decorative and symbolic art form, and 
we find them displayed in galleries, homes, public buildings, 
and churches. 

Banners can express various themes. They are gay, bright, 
highly decorative, and well-composed designs in fabric. They 
often express an idea, a name, a simple word message or quota- 
tions, a favorite book, a feeling, a symbol, a theme from a study 
unit, and some even tell a story. The design is clear, elegant, 
delightful to see, and simple to make. Students are highly en- 
thusiastic when creating banners and take great pride in seeing 
them displayed. 

A successful approach to making a banner is one in which 
each student receives a square of cloth (all the same size, such 
as 10 X 10 inches). Have the class suggest themes, such as The 
Sun, Insects, Flowers, Santa’s Delights, or Animals, and select 
one. Each person then creates his own interpretation of the 
subject. After all the squares are completed, they can be in- 
dividually displayed or stitched together to make one large 
hanging. 

Or, plan a theme for an extended project—possibly one that 
could continue all year—such as a mural about your school. All 
students can participate on the one project, such as what they 
like best about the school; try a mural of various interesting 
subject areas; an Apollo flight, the Wild West, going down the 
Colorado River on a raft, or ancient Greece. 
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Procedure 


l. 


Io 


LIR 


12 


T9. 


14. 


13: 


16. 


17. 


18. 


Consider the texture to be used for the background fabric: 
coarse or fine. In the elementary grades, burlap or loosely 
woven upholstery material works best because an open- 
weave fabric is easy to stitch on. 

If burlap is being used as the background fabric, pull the 
threads to ensure straightness. Pull these threads on the 
edges for several rows if you desire a fringed effect on the 
completed hanging. 


. Sew down the row closest to the start of the fringe to avoid 


further raveling. 


. For an open effect in certain areas, the interior burlap 


threads also can be pulled and then tied; or add stitches, 
knotting, or beads to the open spaces. 


. Place a dab of white glue on the corners to prevent raveling. 
. Mount the background fabric on a fairly large frame, or lay 


it out on a project table. 


. At times you will want to plan the design first on paper that- 


is the same size as the background fabric, indicating colors, 
textures, and so on. However, many times it’s very exciting 
to begin sketching and sewing the material itself, letting the 
design happen spontaneously. Everyone can contribute, 
working during art periods as well as during their free time. 


. Keep a collection of scraps sorted and stored in easy -to-get- 


at places. 

Work in a large area where design planning can be done and 
materials can be spread out and rearranged. 

Have planning sessions with students to discuss variations 
in fabric textures, color relationships, plain and patterned 
fabrics, strong contrasts of lights and darks, and direct de- 
signing with cloth and fibers. 

Sketch ideas on paper, but encourage the direct cutting of 
shapes with cloth scraps. 

Keep cut shapes for appliquéing loose, until the final deci- 
sion as to their placement. 

Either sew or glue appliqués into place. Any all-purpose 
white glue is good—a thin coat of glue dries quickly and 
does not soak through cloth—or use any fabric adhesive. 
Use scissors that cut cloth easily. Battery scissors are help- 
ful on days when a lot of cutting is to be done. 

Add running and other decorative stitches (use large tapes- 
try needles for stitching yarns). 

Add decorative items such as old jewelry, shells, beads, 
buttons, yarn, lace, rickrack, feathers, mirrors, and plastic 
eyes. These items relate to, and enhance, the final design. 
Use yarns or draw with felt-tip pens to add linear quality 
to the design. 

To hang the banner, turn down the top edge of the wall 
hanging and glue or stitch it closed, allowing room to insert 
a dowel rod. Or, hang the banner from short tabs of cloth, 


such as felt. Another way to display a banner is simply to 
glue or staple it to a wooden dowel. 

19. When several hangings are stitched together patchwork 
style, it may be necessary to line the work with a backing. 
If the hanging becomes heavy, a couple of small drapery 
weights in the bottom corners will help it remain smooth. 
At other times, another dowel hung through a bottom hem 
will even the cloth. 

20. Add fringes, beads, macrame, or tassels along the bottom of 
the banner. 


Stuffed Soft Dolls, Pillows, and Pets 


Of all the thousands of toys invented over the years, the one 
that captures the hearts of all children is the easy-to-love 
stuffed cloth doll. And what better doll to love than one the 
child can create himself? If you search your attic or favorite 
childhood toy box, you may come upon a weathered cloth 
creature that was once a dear playmate. 

Dolls are found in all cultures. Homemade treasures are 
created from any materials available and all are intended for 
hugging and cherishing. Some dolls become “real life” friends 
to their creators and have special personalities. Fantasy animals 
may be a surprise character such as “Crazy Cat” or “Super 
Snake.” Either type will be invented inspirations that can be 
storybook characters or delightful beginnings for stories and 


7-25 The delight on these happy 
faces reflects that their own hand- 
made cloth dolls can become cher- 
ished playmates. 
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playing. Many contemporary artists produce giant “soft sculp- 
tures” as an art form by employing these same procedures. 


CREATING PLAYMATES 


All kinds of scrap material can quickly become fantasy dolls 
and animal pets. Try these examples, as they are simple to 
construct and encourage an imaginary approach. As part of the 
fun in making dolls, the personality does not emerge until the 
designer gives it meaning and life. (See Figure 7-34.) 


Procedure 

1. Stuff and tie a handkerchief with rubber bands, forming a 
head, body, arms, and legs. Draw with felt-tips pens to 
create facial features and clothing details. 

2. Many favorite family heirlooms have been the sock doll. 
With a needle and thread and some rag stuffing, an old sock 
can be given new life. Stuff and tie off the head and body. 
A second sock can be cut, stuffed, and sewn for the legs and 
arms. Attach it to the body. Decorate the doll as simply or 
as ornately as you wish with clothes, stitched faces, yarn for 
hair and other embellishments. 

3. Fashion a friend from felt. Cut two identical sides, front and 
back. Stitch along the side seams—felt does not ravel—and 
glue on features and clothes. 

4. Other doll heads can be made from bread or salt dough, 
papier-mâché, corncobs, nuts, and leather. They can be 
drawn on with felt-tip pens, painted, appliquéd, batiked, or 
stitched. 


PILLOW PETS TO HUG 


All varieties of colorful cloth shapes instantly can be turned 
into pillow pets. All that is needed are cloth scraps, trimming, 
and rags or old nylon stockings for stuffing. Plan the design on 
paper first. Instead of regular rectangular or square pillows, 
design fanciful animals, insects, butterflies, and flowers with 
interesting outside forms. Be sure to cut the shapes in duplicate. 

Appliqué various cloth shapes to the front and back of the 
pillow pet. Running stitches ensure permanence; but young 
students can use glue. Add decorative stitches, beads, buttons, 
and other trims. For instance, create the whimsical face of a 
turtle with needles and yarn. Young students can draw on de- 
tails with felt-tips pens. Sew the front and back together, leav- 
ing an opening the size of your fist through which stuffing can 
be inserted. After stuffing the pillow, stitch to close and finish 
it. 

The pillow form becomes a three-dimensional, lightweight 


toy sculpture. Follow the same instructions, only in miniature, 
for pin cushions and jewelery. (See Figure 7—34.) 


Supplies Needed 

Scissors 

paper pattern 

brightly colored cloth scraps 
stuffing 

needle and thread, decorative items 
Wire (optional) 


Design your own “crazy cat” or “super snake.” 


Procedure 

1. Start with a paper pattern. Provide 2” for a seam. 

2. Form a wire skeleton to follow the design. Cover the wire 
with cotton batting or other stuffing material. Cover the wire 
ends with masking tape. (optional) 

3. Cut two identical silhouette shapes of your pet from one 
yard of brightly colored or patterned cloth (two heads, two 
bodies, four arms, and four legs). 

4. Sew the shapes together inside out, leave a small opening. 

5. Turn them right side out and stuff them with cotton batting, 
plastic foam, old rags, old stockings, or discarded plastic 
bags. 

6. Appliqué the cloth shapes to the background cloth of the 
toy. Add felt-tip pen details. 

7. Finish by sewing on decorative accessories and close the final 
seam Opening. 


CLOTH DOLLS 


Supplies Needed 


cotton sheeting needle and thread 
paper pattern stuffing 

felt-tip pens decorative items 
Procedure 


1. Have students bring in old cotton sheeting. 
2. Plana design ona piece of kraft paper that will correspond 
to the chosen finished doll size. Provide 2” for a seam. 
3. Cut out the design. For young doll makers, cut the head, 
arms, body, and legs all in one shape. 
4. Transfer the design to the sheeting. (There is a front and 
back to the doll, so cut two identical shapes.) 
5. Draw on all the details with permanent felt-tip pens. 
6. Dress patterns and interesting faces can be drawn on. Leave Yarns, Needles, 
extra cloth along the edges for outside seams. ee 
7. Add decorative stitching. 183 
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7-26 Stocking-face dolls by Car- 
lagay appear to be funny listeners 
as they swing happily together. 





8. With the two pieces of cloth turned inside out, sew up the 
seams with running stitches (a sewing machine helps speed 
up this step). Leave an open section of seam through which 
to stuff. 

9. Sew up any dangling parts, such as arms and legs, when 
they are cut separately and put them into the body seam as 
you sew. 

10. Turn the doll right side out. 

11. Use the leftover sheeting to stuff the doll. 

12. Glue or sew on yarn hair, fur clothing, buttons, jewelry, 
and plastic and leather scraps. Dress with old doll clothes. 


STOCKING-FACE DOLL 


One of the most amusing dolls to make is the one with a 
nylon stocking face. This doll also can be made from any soft | 
material such as thin cotton or mesh. 


Procedure 

1. Stuff a nylon stocking with other stockings or batting. 

2. With a darning needle and thread, start sewing facial fea- 
tures. 

3. Catch some of the stuffing with the outside fabric as you 
stitch, pulling the stitches together to create a three-dimen- 
sional, sculptured face. As these funny features develop, 
they will surprise and delight you. 

4. Sew additional features on, whether a nose or ears. 

5. Straw, yarn, cotton balls, and pieces of a yarn floor mop can 
be added for hair and other details. 

6. For further detailing, use pens, crayons, appliquéd cloth, and 
scrap box clothes. 


meses E XN 
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7. Make the clothes yourself; large dolls can wear discarded 
infant’s clothes. 

8. Stuff and sew on other body parts and assemble them. 

9. Older students might want to create dolls as large as 48 
inches in height. Any of these stuffed dolls also make excel- 
lent puppets. 


SPOOL DOLLS 


As likeable insects, animals, and people, spool dolls are 
another folk toy. Other dolls can be made from clothespins, 
spoons, corncobs, and socks. 


Supplies Needed 

Empty spools (wood or Styrofoam) 
pipe cleaners 

string and sticks 


Procedure 

1. Place the pipe cleaners inside the spools. 

2. Join the pipe cleaners with looped ends and twist. 
3. Attach strings to a stick for a marionette if desired. 
4. Attach strings to the pipe clearners at the joints. 


YARN PEOPLE 


String these up along a clothesline in the classroom in all 
colors, sizes, and styles. You will have fun in creating these 
simple, soft, make-believe little folk. They are easy to invent, 


á d “7-27 Spool dolls are another folk 
art toy. 
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easy to incorporate into learning areas, and easy to use as mod- 
els in small environments (such as in dioramas). Try dressing 
the basic doll in interchangeable costumes, as well as in folk 
dress from many lands. In almost every country this doll has 
been found to be a part of the culture. (See Figure 5-16.) 


Supplies Needed 

yarn 

pipe cleaners 

buttons and sequins 

scrap cloth of all kinds 

Scissors 

rectangular piece of cardboard 6 inches long 


Procedure 

1. Basic body for any design: wind yarn around a piece of 
cardboard 6 inches long about 16 times. 

2. Place an 8-inch piece of yarn through the top of the wound . 
yarn and tie it tightly. (This holds the yarn together.) 

3. Cut the yarn from the bottom of the cardboard and tie it 
off about 1 1/4 inches from the top. This forms the neck. 

4. Tie the yarn again 1 1/4 inches down from the neck. This 
forms the waist. 

5. Divide the remaining yarn in half for two legs; tie the yarn 
off about 2 inches from the waist for each leg. 

6. Cut off any shaggy ends and fluff the ends for the feet. 

7. The arms are made by again winding the yarn several times 
around the same 6-inch long cardboard. 

8. Cut the yarn from the cardboard, and tie 1 inch from each 
end for hands. 

9. Insert the arms through the center of the body. Trim and 
fluff the ends for hands. 

10. Dress and decorate each face differently. Glue or sew on 

features for the head, and create costumes with hats, capes, 
and boots. Add imaginative accessories. 


APPLE-HEAD DOLLS 


The apple doll is an old-fashioned favorite that was always 
found in farmhouses where there were children. This project is 
especially suitable for making witch faces at Halloween. 


Procedure 

1. Peel an apple. 

2. Using a dull kitchen knife or popsicle stick, carve eyes, a 
nose, a mouth, and other features (carve hands from 
another apple). Add rice or peppercorns for eyes or teeth. 

3. Makea hole in the bottom of the apple and insert a popsicle 
stick. 


= 





Place the apple on the stick into a soft-drink bottle or 
plastic detergent bottle. 

Allow several days for the apple to air dry. To dry apple 
quickly, submerge it in baking soda for a few days. 
Wrinkly character lines will form as the apple dries and 
shrinks. 


If desired, draw lines on the apple or paint it. The character 


lines are very interesting as they are. 

When the apple is dry, spray it with a plastic finish. 
Form wire armature for body and attach to stick. 
Construct simple decorative clothes from construction pa- 
per, corn husks, yarn, old socks, or cloth and glue or tape 
them to the wire armature. Add yarn or straw hair, pipe 
cleaner broomsticks, and other details. 


7-28 Traditional American folk 
dolls with dried apple faces from 


Kentucky. 
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Almost as old as corn itself, corn husk dolls have been found 
across this country and in many others. Every household can 
save the needed materials, which are obtainable in the fall of 


CORN HUSK DOLLS 


made with felt-tip pens complete the 


shape or size. Corn silk and lines 
figures. 


and animals can be made in any 


7-29 A popular folk art in 
many countries, corn husk dolls 
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Dampen four husks slightly 
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3. Place the four husks together. 
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8. The corn silk becomes the hair and can be cut and shaped 
in any way desired. 

9. Take two other husks for arms. Tie them at each end for 
wrists. 

10. Place the arm piece inside the body husks, just under the 
head, to form the arms. 

11. Tie the body again for the waistline. 

12. Use the bottom of the husks for making skirts or legs. Add 
more husks if needed. 

13. Add bits of decorative cloth and paper for the clothing, and 
face. Draw on details with felt-tip pens if desired. 

14. Use these fresh appealing figures and invented animals for 
a number of things: family members in social situations, 
play activities, as figures for a Christmas créche, dioramas, 
as small pins and necklaces, or to help celebrate special 
times. 


Corn husks are also recommended as a weaving material. 
Dampen the husks in water to soften them and keep them in 
plastic bags. Split them lengthwise in 1/4 or 1/2-inch widths. 
While damp, corn husks are pliable and are excellent for weav- 
ing on cardboard looms and for building coiled basket. (See 
pages 242-244.) 


Patchwork Quilting: An American 
Craft Tradition 


A cherished craft of our American heritage, patchwork quilt- 
ing had its beginning primarily in New England with the early 
pioneer women and reached its peak between 1776 and 1876. 
Originally, women used whatever fabrics they had. They re- 
paired quilts and clothes with colorful patches. Many of the 
patches came from scrap materials left over from making their 
own clothes. Soon after, the patches were not used to patch but 
to make new quilts and original patterns then developed. 

Some designs and skills are acquired through hand-me-down 
artistic examples of patchwork quilting. Because of the flour- 
ishing of quilt making, we have inherited patterns that com- 
memorate important events, such as the beginning of the West, 
the opening of the railroads, and the admission of states, as well 
as state flowers, and just everyday things. We have inherited a 
truly native art. 

Today museums, galleries, and antique shops display beauti- 
ful examples of quilting that were used and worn. People con- 
tinue to do this craft even though it requires many hours of 
patient planning and stitching. 

Some of you may be fortunate enough to havc an original 


Yarns, Needles, 
and Cloth 


189 


7-30 Stars and balls are excel- 
lent beginning forms in making 
traditional patchwork. The white 
paper hexagon, lower center, has a 
cloth shape overlapping its edges. 
The ball takes twelve hexagons. 
Design your patterns as you would 
cul up a puzzle. 
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handmade patchwork quilt. Join in and be part of this American 
folk craft tradition and create your own beautiful handcrafted © 
patchwork quilt. Combining fabrics, colors, and patterns in 
designs offers limitless possibilities. The finished results are 
fun. 

Patchwork means to form by joining separate pieces together. 
The design can also be formed by doing appliqué to a backing 
or by using both methods. A large quilt appears to be a major 
project; but keep in mind that the quilt top is a series of identi- 
cal blocks. Each block is made separately. Sew one block 
together first to make sure that all the design pieces fit together 
properly. A finished block is commonly 12 inches square. Forty- 
two blocks will complete a double-sized bed cover. Blocks are 
placed six wide and seven long. 


PATCHWORK QUILTING IN THE 
CLASSROOM 


Begin with a small project such as a wall sampler, a “block,” 
or a ball. 

Choose your fabrics. They should be soft, firmly woven cloth 
such as cottons or polyester blends (fabrics must be colorfast). 
Calico prints, percales, broadcloth, muslins, or cotton sateens 
are all very good. These can be cut and sewn easily. Corduroys 
and velvets are too thick and bulky. Keep the fabrics similar in 
quality and thickness. Be sure to wash new fabrics before using 
them to soften them and remove the sizing (and to allow for 
shrinkage). Also iron them so that they are flat when cutting 
shapes. 

Collect all kinds of magazine photographs to serve as ideas 
for designs. Mosaic tile designs, nature, or other quilts can serve 


7-31 Fourth-graders do felt-tip 
pen designs and quilting on squares 
and then stitch them together into 
a quilt. 





as motivations for interpreting designs into geometric shapes 
for quilt making. 

Study geometric shapes as an introductory lesson. Use rulers 
and protractors to make pentagons and hexagons. Begin with 
simple designs and simple geometric shapes such as rectangles, 
squares, and triangles. For the more complex pentagon shape, 
draw a 4-inch circle. Divide the inside circumference into 72- 
degree sections, using the protractor. The octagon shape is 
made by dividing the circle with a 45-degree angle. The hexa- 
gon shape is made by dividing the circle into 60-degree angles. 
(See Figure 7-30.) 

A good beginning project, for upper grades, is to make the 
circle ball by sewing together twelve hexagon shapes—six on 
each side—and then stuffing the shape with polyester fill. Rec- 
tangle or diamond shapes make interesting designs depending 
on the patterns and textures. 


Supplies Needed 

fabric scraps in a variety of colors, patterns, and textures 

needle (size 7 or 8) 

strong sewing thread (about #50 or #60) 

paper 

pencils 

SCISSOTS 

straight pins 

pattern piece—heavy cardboard or plastic acetate pattern glued 
to a fine sandpaper pattern becomes a very durable and 
nonsliding pattern 

filling (if a form is to be stuffed, use polyester fiber fill, old 
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metal shapes, seeds, and wooden rings 


Procedure 


I 


10. 


Te 


Ay 


Design the number of paper templates you will need 
(twelve for the ball) for the entire quilted form, making 
them the desired finished size and shape. Place these aside. 


. Now draw and cut out three cardboard patterns (be sure to 


allow Y%4 inch for a seam allowance on all sides of the 
pattern). Place these patterns on the wrong side of the 
fabric and cut the cloth pieces around them. When laying 
out the cardboard patterns, space them about ¥% inch apart, 
thereby not wasting any fabric. If possible, lay the card- 
board on the grain of the fabric. 

Consider stripes, prints, and plain fabrics when organizing 
the finished design. 


. Place the patterns aside. You now have all the cut-out 


pieces that will be needed. Place the paper templates on the 
underside of the cloth. Paper templates should be the 
desired finished size, with % inch of cloth showing around 
all the edges. 


. Pin the paper to the cloth. 
. Fold over the edges and baste the cloth to the paper. Do not 


knot the thread for this basting stitch. The stitches can be 
large and done quickly. Instead of sewing, try scotch taping 
the cloth to the paper. Make as many of these pieces as are 
needed for the design. Press these shapes flat with an iron 
to get out any puckers. 


. Lay out shapes for the blocks as they will appear in the 


finished design. Do any changing before sewing them 
together. It is best to join the blocks together by rows. 


. With two pieces face to face, whip stitch with tiny stitches 


along the edges. Knot this thread and stitch a couple of 
extra times along the points. 


. Continue stitching the pieces (blocks) together until the 


design is finished. 

Spray both the top and bottom sides with water, and iron 
them flat. 

Now remove the basting stitiches and the paper will fall 
out. Be sure to finish the piece before removing the basting 
and paper. After this, the quilt will need a final ironing. 
If you plan quilting stitches, you will need the needle, 
thread, filler, top, and backing (old sheeting works). Use 
about an 18-inch length of thread—if it is too long it will 
tangle. Knot the thread and pull it through the top cloth so 
it is concealed inside the filler. With the help of a thimble, 
push the needle straight down through all the layers and 
back up again in short running stitches. Pushing the needle 
through at 90-degree-angle stitches will produce small stit- 
ches; 45-degree-angle stitches are used in ordinary sewing. 


13. Finish the edges with 1-inch wide bias tape on the right side 
of the quilting. 


Note: For a simple introduction to the concept, students can 
cut many pieces of the same shape and glue them to a backing. 
Or they can pin pieces together on the wrong side and then 
stitch them together with a running stitch. Found objects can 
be added to the front of the patchwork design when desired. 


Needlepoint, Rug Hooking, and 
Fabric Flowers 


NEEDLEPOINT 


Needlepoint is enjoying a great revival in the craft area. 
Classes are popular and specialty shops have opened that cater 
to needlepoint designers and workers. 

In the classroom, the materials needed are simple but varied. 
First do a felt-tip pen color design on paper, keeping it simple 
(a geometric design or a simplified animal). Each child will want 
to plan his own design. Young students can start to do need- 
lepoint on a 4-inch square of plastic mesh. Older students can 
work on larger individual or group projects. 


Supplies Needed 

blunt needles 

canvas mesh, loose burlap, plastic mesh, loosely woven 
dishcloths for beginners, screen hardware cloth, or scrim (rug 
canvas) 

yarns, threads, raffia, sticks, weeds, string, cloth, rags, ribbons, 
lace, felt, pipe cleaners, and all kinds of paper. 


Procedure 

1. Transfer the design to the backing: place the paper design 
under the backing and draw the design on the backing with 
a felt-tip waterproof pen. 

2. Use a blunt, large-eyed needle. Experiment with stitches so 
that the stitching is done horizontally,vertically, diagonally, 
and in circles, using short and long stitches. Stitch with a 
variety of materials (see Supplies Needed). 

3. Fill in the mesh or screen as solidly as possible with stitches. 

4. Needlepoint designs can be framed, mounted on felt, or 
made into small cushions. Try making a tiny needlepoint to 
fit into a round wooden drapery hook. These make delight- 
ful decorations for windows, Christmas trees, mobiles, and 
necklaces. 
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7-32 Rug hooking is an excellent 
group project as several students can 
work on one large rug. The burlap 
rug-backing material is tacked or 
stapled to a wood frame. The rug 
punch tool is pushed in and out, 
working from the underside (note 
the rug tool, upper right). 





RUG HOOKING 


One of the advantages of this project is that it can be done 
as a Class effort. It is fun to see each individual’s work added 
to the combined group product. And students can work at it in 
their spare time. If two.or three needles are handy, more than 
one student can work on the rug at a time. Rugs take a great 
deal of yarn, so do not be too ambitious with your first rug 
project. Yarn scraps work well for color variety and for eco- 
nomic reasons. When hooked, small burlap pieces, about 15 
inches square, are beautiful as pillow covers or wall displays. 


Supplies Needed 

backing: scrim or inexpensive burlap; plan 4 to 5 extra inches 
all around for hemming. 

simple wood frame (a little smaller than the backing) 

tacks 

felt-tip pen 

rug yarns (skeins or yarn scraps 

rug punch needle, or hook (at most yarn and stitchery shops 

latex sizing and a brush 


Procedure 
1. Decide on the size of the rug you want to hook. A begin- 
ning size is about 18 X 24 inches 
2. Attach the burlap or rug scrim (allowing several inches 
along the sides for hemming) to a wooden frame. A simple 
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handmade wood frame, a stretcher frame, or an old picture 
frame is fine. 

Stretch the fabric tightly and tack it to the frame with 
staples or carpet tacks. 


. Plan your design. Reverse the design and transfer it to the 


wrong side of the burlap with a felt-tip pen. 

Keep the design simple and use large shapes. 

Transfer the design directly or use an opaque projector. 
Thread the punch needle from back to front. Place a piece 
of yarn through the hole at the end of the punch needle 
handle and then through its point. 


. Extend the yarn 12 inches through the point. 
. Set the gauge for the length of the loop desired. 
TO. 


Point the needle into the backing and push it all the way 
through until the backing hits the handle. Point the needle 
in the direction you are going. All hooking is done on the 
underside. 

Pull the needle out just to the surface of the backing and 
smoothly glide the punch needle to the next space. 
Continue this motion of the needle back and forth through 
the fabric. For a thicker pile, use two threads at once. 
For interesting textures and surfaces, vary the loops formed 
by the punch needle in a low or high relief design. 

Vary the weight and color of the yarns (rayon, cotton, and 
acrylic yarns are inexpensive). Place the yarn ends on the 
front side and cut them level with the rest of the pile when 
you are finished. 

For tactile appeal, cut the loops on some of the yarns and 
leave others unclipped. A skein of yarn takes approxi- 
mately 14% to 2 hours to punch. 

After the entire surface has been hooked, remove the back- 
ing from the frame. 

Turn the edges under and stitch them down by hand with 
heavy thread. 

Paint latex sizing on the back to keep the yarn in place and 
to prevent slippage if the rug is to be used on the floor. 


A hand-hooked rug is so beautiful, one rarely wants to walk 


on it. [ry a hooked rug as a wall hanging, for which the latex 


sizing will not be necessay. 


POTS AND FLOWERS WITH FABRIC FLAIR 


How do you bring springtime color into the classroom? One 


sure way is to create your very own gay bouquet of spring 
flowers. This project will catch the fancy of all spring-spirited 
people. Why not turn the whole school into a fanciful dream 


garden? 
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Supplies Needed 

wire: pipe cleaners or baling wire or coat hanger wire 

assorted scraps of cloth in bright patterns 

white glue or starch 

colored paper 

aluminum foil, metallic papers, and colored magazine photo- 
graphs (optional) 

masking or green floral tape 

decorative stitching 

Needles, thread, and yarn (optional) 

real flowers, cornmeal, borax 


Procedure 

1. Decide on the flower design. Any shape and idea will work. 
Most flowers in nature are built with a number of petals. A 
beginning design might include a flower with six to eight | 
petals. Shape the pipe cleaner as desired, leaving some extra 
length where the petals are to be joined at the base. Twist 
the wire together. 

2. Lay the shaped pipe cleaners on the cloth scraps. 

. Glue the pipe cleaners to the cloth with white glue. Let it dry. 

4. Then cut out the flower shape around the pipe cleaner. Cut 
out several petals. 

5. Join the pipe cleaners together in the center. Cluster any 
stamen material in the center, such as cut paper, beads on a 
wire, or the stamens that are available in hobby shops. 

6. Use a pipe cleaner or wire to hold all the flower petals 
together at the base. 

7. Add the flower to a long-stem wire. 

8. Begin wrapping with tape from the flower end; add leaves 
of construction paper, foil, plastic, or dried natural leaves as 
you wrap the wire stem. 

9. Make a whole bouquet of colorful patterned flowers. For 
variety, use magazine color photographs, foils, and metallic 
papers for petals. Build rose shapes and other flowers from 
aluminum foil. Try adding decorative stitches to the petal 
shapes before cutting them out of cloth. 

10. Dry out real flowers by carefully placing them upside down 
into an equal mixture of borax and cornmeal. 


Q9 


Note: For burlap flowers, use burlap in a variety of colors, 
white glue, scissors, and about 20-gauge wire. Cut rectangular 
pieces of burlap about 44%, X 6 inches. Hold the piece horizon- 
tally. About 1⁄2 inch from the top (leave %-inch along the 
bottom), pull out burlap threads. Place the threads aside to be 
used later as centers. Fold the burlap piece in half and glue the 
edges together. Now take the pulled threads and fold the pile 
in half; hook the wire around the center of the threads; the wire 
becomes the wire stem. Lay the wired center threads on top of 


the glued burlap and roll them around the stem. Glue the ends. 
Wrap the flower to the stem with tape. Fluff out the flower. 

For patchwork pots, use a clean clay planting pot, colorful 
cloth scraps, white glue, or liquid starch. Cut fabrics into 
desired shapes. Paint the pot with diluted white glue or starch. 
Position the patches as you paint, overlapping them slightly. 
Wrap the cloth over the top of the pot. Add rickrack and lace 
and other embellishments. Let it all dry thoroughly. Finish the 
pot with clear coating of glue or starch. When dry, coat the 
inside of the pot with melted paraffin; this prevents moisture 
from real plants from seeping through and marring the patch- 
work decoration. 


How to Crochet 


Crocheting is another easy and exciting needlework craft. 
Learn these few basic stitches and then try making simple items 
such as belts, scarves, bags, and ponchos. Begin to invent 
imaginative forms and creatures by crocheting without pre- 
planned designs. Try combining crocheting with weaving and 
macrame.Crocheting is fast, and assorted yarns and needles of 
various sizes can add infinite variety to your work. Beads, 
feathers, lace, and other decorations can be added as you go. It 
is fun to crochet a long chain and then pick up a random stitch 
to crochet onto. By doing creative crocheting you can produce 
round, free forms in any shape and size you wish. 


CHAIN STITCH 


Procedure 
1. Tie a loop of yarn on the crochet hook. (See Figure 7—33a.) 
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198 2. Place a second yarn loop on yarn finger. 

3. Pass the hook under the yarn on your finger and catch it with 
the hook. 

4. Draw the yarn through the loops. (See Figure 7—33b.) 

5. Repeat and enlarge the chain to the desired length. (See 
Figure 7—33c.) 
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SINGLE CROCHET 


Procedure : 

1. Insert the hook under the top threads of the second chain 
from the hook. 

2. Catch the yarn over the hook and draw the yarn through the 
chain stitch. 

3. There are now two loops on the hook. 

4. Catch the yarn over the hook and bring it through the two 
loops already formed on the hook. This is one complete: 
single crochet. 

5. Insert the hook into the next chain stitch and repeat the 
single crochet. Repeat this across the row. 

6. At the end of the row, chain one, then turn the work so the 
reverse side faces you. Continue with a single crochet stitch 
across the row. 


For experimental designs, mix the single crochet stitch with 
the chain stitch to create inventive shapes; crochet long chains, 
and then single crochet for awhile. 

To enlarge the crochet, simply add extra stitches as you go. 
To make the work smaller, crochet two loops together. Build 
three-dimensional shapes by using large jute and superlarge 


7-34 Pet friends are stuffed cloth 
and knitted and crocheted forms. 





crochet hooks. The large jute and hooks work quickly and 
produce forms that could even be suspended from the ceiling 
and separate spaces for an environmental effect. Integrate these 
spacial crocheted forms with colored lights and offer a modern 
dance and music presentation. The shadows from the stretched 
forms are as interesting as the form itself. If no hooks are 
available, crochet with the fingers. 


String or Yarn As an Art Medium 


STRING OR YARN PICTURES 


This technique has long been a favorite tradition in Mexico 
to create cheerful, bright pictures. Instead of placing the yarn 
into softened wax, as is done by the Mexicans, we place the 
yarn into glue for the same effect. This project is a favorite one 
with students; designs can be simple abstract shapes, flowers, 
birds, scenes, suns, or other delightful motifs. (See Color Figure 
8.) 


Supplies Needed 

all-purpose white glue 

cardboard, Masonite, or wood scrap backing, about 9 X 12 
inches 

rug and knitting yarns in many bright colors 


Procedure 
1. Outline important shapes with thin lines of glue on the 


board. 
2. Place the yarn onto these glue lines. 





7-35 Yarn is placed into glue on 
a firm surface, such as cardboard, 
in this traditional Mexican craft. 
The raised surfaces at the left build 
relief forms. Pencils are the base of 
the God s eye, top center. 
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200 3. Fill in the outlined areas with other colors by brushing the 
glue down and working in sections; coil the string or yarn 
Crafts for the Classroom , : 
around and around until all the areas are filled in. 
The same method can be used on bottles, clay shapes, clay 
pottery, Styrofoam, or any three-dimensional form. 


YARN MOBILES 


This is a project that can be done quickly and is enjoyed by 
all ages; the designs are free-form and can be completed with 
yarn alone or combined with colored tissue papers and colored 
cellophane for added brilliance. Consider a design for a shape 
that will be suspended to move in the air. Smaller yarn designs 
can be appliquéd with glue to a cloth backing and worn as 
jewelry. 


Supplies Needed 

waxed paper 

pie tins 

various colored rug and knitting yarns or string in 2-foot 
lengths 

undiluted starch. 


Procedure 

1. Fill some pie tins with undiluted starch. 

2. Place a piece of waxed paper and several selected yarn pieces 
in front of each student. 

3. Ask each student to dip a piece of yarn into the starch and 


7-360 Teachers experiment in de- 
signing with yarn dipped into 
starch. 


sw 





lay the yarn into an original design on the waxed paper: 
flowers, birds, hands, and free-form shapes. 

Let the starch dry overnight. 

After the yarn dries, lift off the waxed paper. The yarn 
designs will be stiff and light enough to hang from string and 
move freely in the air. (Iry wrapping yarn and string around 
balloons and other free-form shapes for more three-dimen- 
sional forms.) Shapes can be joined for giant mobiles. 


YARN AND PLASTIC CUT-UPS 


Supplies Needed 

crochet hook and yarn needle (optional) 

hole punch 

plastic bottles of all sizes and shapes (or clay forms) 
Scissors 

yarn 


Procedure 


L. 


Study the plastic shapes available. 


2. Invent a design from the various shapes. 
3. 
4. Design them into an imaginative insect, a Martian, a toy, 


Consider fitting the shapes together like a loose puzzle. 


an airplane, or simply an abstract construction. (Before cut- 
ting the shapes, sketch them on paper to see if they will fit 
together.) 

Cut out plastic shapes with scissors. 

Punch holes about 1⁄4 inch in from the edge of each plastic 
shape, and space the holes about % inch apart. 

Weave the yarn through the holes in an overcast stitch. 
Crochet, macrame, weave, or sew the pieces together with 
yarn to form invented shapes. 


. Add decorative details with cut felt, pom-poms, and tassels. 
FO. 


Create clay shapes (with holes) and weave, crochet, and 
macrame them together. 


Checkpoints 


. Plan time for sketching ideas on paper first. 


Block out the design patterns on paper before utting out the 
final designs. 


. Use materials that are strong enough to hold up witha great 


deal of handling. 

Plan for inexpensive available materials for classroom use. 
Use permanent paints and markers so they will not rub off, 
blot or stain with use. 
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6. Plan for materials that are easily manipulated; for instance, 
use sandpaper, Velcro, or buttons so that objects can be 
removed and replaced at will when planning “stick-ons.” 

7. Plan for adequate working spaces. 

8. Plan for discussion time and idea-interaction time. Motiva- 
tion takes place during idea-storming sessions. 

9. Sketch initial designs on the fabric with charcoal, chalks, or 
light pencil (pencil is hard to remove). 

10. When doing stitchery, experiment with stitches for design 
effects. 

11. Keep the designs simple. Add decorative details later. 

12. When planning doll and doll clothes patterns, provide a 
supplemental fabric allowance for hems and seams. 

13. Yarn can easily be dispensed in this way: use a cardboard 
carton and have balls of yarn in the carton. Punch a hole 
for each ball in the side of the carton and pull the end of 
the yarn through. 

14. Iron projects with a warm iron when finished. | 

15. If desired, finish the edges of banners and wall hangings 
with iron-bonding cloth (optional). 

16. Store needles, points down, in a Styrofoam block. 
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Weaving and 
Macrame 


Long before recorded history, people discovered that plant 
fibers and animal furs could be twisted into strong cords and 
used together to produce cloth. Consequently, for thousands of 
years throughout the world, civilizations artfully blended fiber 
weavings by hand—a very slow process. In the mid-1700s, 
machines were invented that increased and improved the pro- 
duction of textiles. Today, modern textile factories with hun- 
dreds of electronically operated machines produce fabrics of 
infinite variety and design. 


Weaving As Cultural Tradition 


In the history of almost every culture in the world some 
weaving method can be found. The fundamental concept of 
over and under, the rhythm of in and out, and the basic loom 
concept have not changed much throughout history. From the 
simple prehistoric baskets of grass and straw to the ancient 
picture records found in magnificent woven tapestries, weaving 
has been and remains one of man’s original and most significant 
crafts. 

Early potters, for example, used woven baskets as molds, 
which they tightly packed with clay and then baked in the fire. 
On America’s shores, the Indians of the Northwest wove re- 
markably tight baskets in which they cooked, stored food, and 
carried water. The basket-making techniques using reeds and 
grasses were then transferred to flat weaving for making blan- 
kets and mats. Linen fragments have been uncovered in Swit- 


zerland that date as far back as ten thousand years ago. The fine 
linens and ramie cloth discovered in Egyptian tombs (from 
about 3500 B.c.) were created for religious garments and indicate 
a high degree of talent and skill in weaving. The Chinese also 
were developing fibers from the silkworm and inventing the 
satin weave at about that time. And the Babylonians wore 
beautifully dyed, heavy woolens that they also traded in their 
journeys. 

The Copts, who were the early Egyptian Christians, provided 
a record for us by burying their linens—as well as their spindles, 
eating utensils, and tools—in their graves. Their tapestry sub- 
jects were mostly religious scenes picturing Christ and the dis- 
ciples. 

Inventive and creative craftspeople developing a great num- 
ber of weaving techniques and styles were found around the 
world. Along the shores of the Pacific Ocean in South America 
the textile craftspeople of the Inca Empire developed skills such 
as pattern weaves for tapestry, gauze, brocade, featherwork, 
knotted lace, and painted cloth. Fine fragments of these have 
been preserved because they were buried in sand. The colors 
from the vegetable dyes used on those fabrics are as vivid and 
beautiful today as they were thousands of years ago. The crea- 
tive Peruvian weavers used a very simple loom for weaving 
complicated geometric designs from two horizontal sticks that 
were weighted down with stones, the warp threads stretched 
between them. A later improvement had a method of lifting the 
alternating warp threads added. With this, a belt or strap at the 





8-1 Long before machines were 
end of the loom was passed around the back of the person developed, weavers used inventive 


weaving; thus the popular “backstrap loom” was developed spinning methods, such as this 


rotating spindle, to twist fibers into 
strands for weaving. (Courtesy of 
Diane Harrison.) 


that is still used. This loom is similar to the looms used by the 
Navajo Indians—the vertical loom—and the Hopi Indians—the 
backstrap loom. In Africa, we find many varieties of both types 
of looms producing long strips of woven cloth that are later 
joined together, side by side, to make larger cloths. 


WEAVING AMONG THE AMERICAN 
INDIANS 


North American Indians first made baskets at least nine thou- 
sand years ago; we have examples from tribes all across North 
America. The three basic techniques found are plaiting, twin- 
ing, and coiling. Different plant materials were woven and the 
finished products were used for fish traps, ceremonies, storage, 
and carrying and serving food. Coiling and twining were gener- 
ally western Indian processes; plaiting, generally eastern. Al- 
most all tribes used simple plaiting and twining; it is in the 
techniques and decorations that we find differences. Baskets 
reflect the organic materials available in the environment. Some 
baskets were covered with resin so that they would hold water. 209 
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8-2 Plastic scrim, a stiff, open 
mesh, is the backing for this free- 
form weaving. The weaver has used 
artificial fur, lamb's wool, hand- 
spun and other yarns, and cloth in 
a variety of weaving techniques. 
Small shells have been sewn on. 





Twining and plaiting are found in the earliest of North 
American textiles produced by finger-weaving techniques. It is 
believed that the Indians of the East and Midwest wove textiles 
as early as 1500 s.c. But it was as early as nine thousand years 
ago that the Archaic cultures were weaving rush mats and fiber 
sandals. Loom weaving was done only in the Southwest. It first 
appeared in the Cochise culture about 1000 B.c.. True loom 
weaving was thought to have been brought here from Mexico 
with the belt loom. Cotton was also brought at that time from 
Mexico. Prior to that, vegetable fibers and animal hairs were 
used in fingen weaving. It is not known when the vertical blan- 
ket loom was brought to the Southwest, but it appeared in the 
Great Pueblo period, A.D. 1050-1300. The Southwest has long 
been an important weaving area. 

In many cultures today, such as in that of the American Hopi 
Indian, it is the man who is the weaver. But in the American 
Navajo culture, for example, it is the woman who weaves. 
(They say it takes five people spinning yarn to keep one weaver - 
weaving). Since the early weaving of animal skins and pelts to 
the weaving of baskets, linens and tapestries, the aesthetic 
qualities of a woven article have been as important as its func- 
tional qualities. The Indian’s close relationship to the environ- 
ment and his use of natural materials is an inspiration to all 
craftspeople. 

Weaving wool began in about 1660, after the Spaniards in- 
troduced sheep into the Southwest. Navajo weaving reached a 
level of great artistry around 1850. From 1863 to 1868, the 
Navajos were confined at Fort Sumner, Arizona, and it was here 
that Navajo weavers began using commercial dyes, twisted 
yarns, and new designs. In about 1890, rugs took the place of 
thin blankets. The quantities desired by traders lowered the 
quality after 1900—when garish colors and unusual patterns 


were selected—until a revival of their original quality in about 
ISO. 

The entire Navajo family works at shearing the sheep. It is 
the woman who washes, cards, dyes, and spins the wool. The 
spindle and looms used today have changed little from the 
ancient, primitive ones. The loom consists of two upright poles 
and two cross bars that support the warp frame. One weaves 
from the bottom up. The many colors of wool are achieved by 
using vegetable dyes made from berries, bark, fruit, roots, and 
flowers. 

Every region has different patterns and designs. It is fascinat- 
ing to study these and to select rugs from various geographical 
areas. The better quality rugs are disappearing today because 
the craft requires hard, time-consuming work. 


The Art of Weaving 


There is endless fascination in weaving. Birds weave, insects 
weave, and weaving was supposedly the first of man’s crafts. 
The challenge exists in the manipulation of exciting textural 
materials and altering colors and textures into a visually aes- 
thetic and tactile object. Although certain basic elementary 
skills are necessary for weaving, the rudiments are simple. The 
excitement builds when variations with materials and old and 
newly learned processes develop together. From the simple skill 
of weaving over and under, to expanding with inventively 
strung warps; from using unusual weft materials—such as ny- 
lons, leather, plastic, and grasses—to tapestry techniques such 
as open slits; to weaving free-form shapes; to inventive combi- 
nations of techniques are added the spirit and joy of original 
designs. In some instances, preplanning is a must (thinking 
through the design to what will intentionally happen); in oth- 
ers, letting the materials dictate the expression and discovery 
stimulates creative weaving products. (See Color Figure 9.) 

Weaving is possible with very simple tools and materials; it 
is easy to store; it is available at the spur of the moment; it is 
an ancient process that is historically intriguing; and a pattern 
can be as simple or as complex as the weaver desires. 

Weaving is enjoyed by people of all ages. Young students are 
fascinated by the process and the skill required and soon de- 
velop exciting creations from cardboard, straw, or wood looms. 
Large bulky yarns—such as rug yarn, rags, and sticks—can be 
woven quickly. The student must choose from various materi- 
als, select colors, and invent and compose patterns and designs. 
The objectives for everyone are mastering the color relation- 
ships, the varied textural qualities, and the challenge of con- 
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struction skills in a handwoven article. Thus, function and ideas 
are fused with fibers into an aesthetic whole. 

Gather all the weaving materials you can find, from the tini- 
est silken hairs to string, ribbon, grasses, and sticks. Weave 
delicate webs such as the master spider, and giant room weav- 
ings that can enclose an environment. 


Textile Materials: Where They Come 
From 


The great range of fibers available for weaving allows even 
the beginning weaver to choose from many fascinating sizes, 
colors, and textures. Listed here are but a few explanations of 
yarn production. Further study into the history, collecting, . 
cleaning, and spinning of yarns into lengths would be a mean- 
ingful learning unit for any grade level. 

The three kinds of natural fibers are animal, vegetable, and 
mineral. Synthetic fibers are chemically treated vegetable and 
mineral materials that produce those fibers that are called man 
made. 


ANIMAL FIBERS 


Wool 

Raw wool is sheared from sheep and then packaged into 
bales. In its second stage, wool is soft and ropelike fiber strands; 
these strands are tightly twisted and drawn into a strand known 
as roving, which is then spun into yarn. Wool is a favorite be- 
cause it is easily spun, dyed, and woven. It is soft, light, and 
warm. 


Hair 

Hair used for weaving is combed out of the soft undercoat of 
the goat, rabbit, dog, camel, or lama. Wool is usually added to 
it to give warmth and softness. Horse or cow hair is coarse and 
rough and is usually used in rugs or on sculptures. 


Silk 

Silk is a beautiful but expensive weaving material. The silk- 
worm is commonly fed on mulberry leaves. (Wild silk is taken 
from silkworms fed on oak and other leaves.) It prepares a 
cocoon for its metamorphosis into a moth. Before the moth 
emerges from the cocoon, the cocoon is placed into hot water 
and the loosened silk is reeled off, several strands at a time. This 


is made into a filament. Later the filament is twisted into a silk 
thread. 


Leather 
Leather comes in short lengths, is expensive, and is used for 
small areas or used in strips. It can be dyed to various colors. 


VEGETABLE FIBERS 


Cotton 

Cotton has been used for centuries. It grows as a plant and 
is cultivated from the seed pod of the cotton bush. It is har- 
vested into large bales and then spun into yarns in mills. 

Wool and cotton have been grown by man since prehistoric 
times. Cotton is available in many varieties, from string to rug 
yarn, and in many colors and weights: cotton butcher twine, 
cotton wrapping twine, and cotton rope. Cotton fiber is only 
half as strong as hemp which is cultivated in the Philippine 
Islands and Africa. The hemp fibers, which grow to lengths of 
10 to 12 feet, are peeled off the leaves of the abaca plant. They 
are stiff fibers, somewhat shiny, and often used for ropes and 
twine. 


Jute 

Jute comes from India and Pakistan. These fibers are taken 
from bushy plants that often reach heights of 10 feet. Jute is 
often used for macrame. It can be dyed but it may fade and 
shed. It is rough-textured, which adds to its visual appeal, but 
it is sometime prickly to work with. 


Flax 

Flax, which is linen, is grown mainly in Europe. The fibers are 
taken from the stalk of the flax plant. It is a strong, smooth fiber 
that has especially long strands. The fibers appear to gain 
beauty with wear and age. Linen is very nice to work with, but 
it is expensive. Waxed linen upholstery cord is also used for 
macrame. 


Sisal 

Sisal is imported mainly from Central America and East 
Africa. The fibers are white or yellow, about 5 feet long, and 
come from a species of the agave plant. 


Coconut Fiber 

Coconut fiber is taken from the hairy shells of the coconut. 
The fibers are resistant to moisture but do not have great 
strength. 


Raffia 

Raffia is a flat straw (from leaf strips from the African palm) 
that is fun to work and weave with; however, it does not show 
iacrame knots well. It is used for baskets’ mats, hats; and 
purses. 
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8-3 The loom used here is a free- 
form one made from a tree limb 
and a large cow bone, with holes 
drilled in it, and warped with a 
cotton string. Fur, Lamb's wool, 
twine, and hand-spun wools are 
the weft fibers used by this weaver. 


Ramie 

Ramie is an ancient fiber. We have Egyptian remnants as 
examples. It is the strongest of all the natural fibers and is very 
thin and lightweight. It is produced from a nettle plant called 
China grass. 


SYNTHETIC FIBERS 


Rayon and Acetate 

Rayon and acetate begin as trees. Wood chips are ground into 
wood pulp that is put into a chemical solution and then forced 
through a spinnerette (this looks something like a shower head 
with very tiny holes) to make a filament fiber. Rayon, the first 
man-made fiber, was invented by a Frenchman, Count Hilaire 
de Chardonnet, in 1884. In 1910, the American Viscose Corpo- 
ration first produced rayon for the American market. To make 
acetate, cellulose in obtained from wood pulp and combined 
with the main ingredient in vinegar, acetic acid. This combina- 
tion makes acetate chemically different from rayon. Acetate 
was first made in the United States by the Celanese Corporation 
in 1924. Rayon fiber is tougher than acetate, but acetate is more 
elastic. Both are favorites for clothing because they are non- 
wrinkling, moth-and mildew-proof, washable, and spot-resist- 
ant. Both fibers are produced in a variety of sizes, textures, and 
weights. 


Nylon and Acrylic 

Nylon and acrylic fibers are developed from crude oil, water, 
and air through chemical processing. They go through a spin- 
nerette to form filament fiber. The main ingredient in nylon is 
a chemical called cyclohexane, which is derived from pe- 
troleum. Nylon was invented in the DuPont laboratories in the 
middle 1930s and first marketed in 1939. Acrylic fibers, such as 
Orlon, Acrilan, and Creslan, are derived from acryonitrile, 
another chemical made from crude oil. DuPont was also the first 
to produce these fibers in 1950. Nylon is an elastic and long- 
wearing fiber. Acrylics are soft, warm, easy-to-dye fibers. 





Polyester 

Polyester fibers are made form fiber-forming materials in 
elements derived from air, water, and petroleum. The raw 
materials are changed into a liquid and are pumped through a 
spinnerette. [They solidify to form a fiber. This process was 
discovered in England and first manufactured in the United 
States in 1953. Other common manufacturer trade names for 
polyester fibers are Dacron, Fortrel, and Kodel. 


MINERAL FIBERS 


Glass 

Glass fibers are used mainly in draperies and industrial pro- 
jects. The fiber is made from sand into glass marbles. The mar- 
bles are remelted and the melted glass is forced through a tiny 
hole in a melt kettle and comes out a very thin filament. It dyes 
well and will not stain, wrinkle, fade, or burn. 


Metallic Yarns 

These fibers have been used for centuries. They are processed 
today from aluminum foil strips. They are used by themselves, 
or wrapped around a core of rayon or silk for strength. At other 
times, the metallic threads are coated with plastic so they will 
not tarnish. 


Additional Materials for Weaving 


A walk through the woods or along the beach can supply 
treasures of beautiful organic materials. You can weave with 
anything—your imagination will provide the ideas. Here are 
some suggested materials: 


corn husk, stems, cattails, wheats, grasses, yucca, reed, twigs, 
vines, bark, and leaves 

cut plastic strips and dowels 

fabric strips, felt, ribbons, and trimming 

feathers 

leatherette 

nylon hose in different colors 

papers: crepe, tissue, cellophane, construction, wallpaper, gift 
wrap, and magazine 

plastic bags (from the cleaner’s or grocery) 

strips of bonded knit cloth (will not ravel), old clothes, and rags 

telephone wire 

wood dowels, pipe cleaners, Popsicle sticks, and bamboo strips 
(unravel old curtains) 
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yarns: (all weights and colors) wool, cotton, acrylic, rayon, un- 
spun wool, cotton string, twines, and cords 


Spinning Wool 


Spinning is an ancient craft and is an exciting way to in- 
troduce the weaving concept. 

You may,.have wondered where the yarn in your sweaters 
comes from. What is used to make sweaters? Several fibers that 
are used include camel’s hair, mohair—even dog’s hair—and 
lamb’s wool, which is called fleece. The wool is sheared from 
sheep. Our ancestors raised their own sheep to make fibers for 
blankets and the garments they worn. Today, the Navajo peo- 
ple still raise great herds of sheep for their wool that they spin 
to make rugs and blankets. People gather to have spinning bees. 
Because the Navajo people live distances apart, families work 
together on this project. 


Procedure 

1. In order to clean the wool, use a comb and stiff brush. 

2. Hold a piece of wool in your hand and pull the comb through 
it. The dirt will fall out. Continue this until the wool is clean. 
It has an oily feel to it, as sheep have natural oils that help 
to hold the spin. This is called spinning in the grease. When 
you have cleaned the amount you will need, set it aside. 

3. Many people today use a spinning wheel to spin wool. Using 
a wheel is much faster and produces a uniform spin. The 
early spinners used what is called a drop spindle. Use a 
12-inch long wooden dowel (about 1 inch in diameter) with 
a hook at the top end—like a crochet hook—and a disc near 
the pointed bottom. The disc will give the spindle momen- 
tum so that it spins like a top. 

4. Take a piece of string about a yard long. Tie it around the 
bottom of the dowel and wrap several times. Catch the string 
on the dowel with a loop. Twist the unspun wool around the 
end of the string. 

5. Hold the wool between the thumb and first finger of your 
left hand. With your right hand, twist the spindle like a top 
(holding it in the air) in a clockwise direction and you will 
feel the wool twisting. (See Figure 8-1.) 

6. Keep pulling out strands of wool and twisting the spindle 
until the spindle drops to the ground. Twisting the fibers 
together adds greater strength. Yarn spun in this direction is 
known as Z-twisted yarn. Yarn spun in the counterclockwise 
direction is called S-twisted yarn. The thickness of the yarn 
is controlled by how fast you move your fingers. 

7. When there is a large enough amount of yarn on the spindle, 
take it off and wrap the yarn around a cardboard tube. 


8. Now the wool yarn should be scoured. Use warm-to-hot 
water, and add about 1% teaspoons of detergent to 1 gallon 
of water plus 14 teaspoon of salt. Soak the yarn for a couple 
of hours. Rinse the yarn. 

9. Do not wring the yarn, but hang it in the sun to dry. Now, 
re-read Chapter 6 to dye your own spun yarn into beautiful 
colors. 


Weaving Terms 


In order to begin this skill, it is helpful to master a basic 
weaving vocabulary. The construction of all fiber products is 
expressed in the following weaving terms. It is amazing to anal- 
yze the similarities between the most simple primitive looms, 
used since prehistoric times, and the huge mechanized power 
looms found in textile factories. 

Weaving begins with a set of threads stretched on a frame. 
Essentially, all looms have a stretched warp, a method for mak- 
ing a shed, a shuttle of some kind to carry the weft thread across 
the wrap, and a beater to press the weft down. (See Figure 8—4.) 


WARP 


The warp threads are the skeleton, or framework, of the 
fabric. They are stretched up and down the loom, whether the 
loom is made of cardboard, Masonite, or wood. In choosing the 
warp threads, remember to choose a yarn that does not have 
much stretch. Also test it for strength. Ordinary cotton string 
(carpet string or linen thread) is fine for warping as it does not 
have much stretch. You can also use the same yarn for warp and 
weft. An interesting effect is achieved by using dark-colored 
warps with light-colored weft threads. 


WEFT 


The weft threads are the ones that cross over and under and 
are woven into the warp threads. At times they are also called 
woof or filling. Choose a fiber that does not have much stretch, 
and test it for strength. 


SHUTTLE 


The device that carries the yarn over and under the warp is 
the shuttle. Fingers are used on small looms. Large-eyed needles 
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8-4 In this popsicle-stck loom, 
we can see the warp threads, the 
weft design, the popsicle-stick hed- 
dle, the shed stick (next to the hed- 
dle), and the shuttle in the 
weaver s hand. The warp threads 
are tied to a chair. 


(weaving needles), hairpins, cardboard with yarn wrapped 
around it, and Popsicle sticks that have been sanded to a point 
and have a hole drilled on the opposite end all make good 
shuttles. Even a pencil can be used: simply tie the yarn to a 
pencil, cover the tie with tape, wind on the yarn, and you have 
a shuttle. A simple shuttle can be made from coat hanger wire. 
Cut wire into 8-inch lenghths. File smooth any sharp ends. 
Turn one end into a loop. Thread yarn through the loop and 
start weaving. 


SHED 
A shed stick helps to lift the alternating warps through which 


the shuttle is passed. A ruler, dowel or flat piece of cardboard 
will act as a good shed stick. The shed is the opening created. 


HEDDLE 


The heddle is a loop device that, like the holes in the Popsicle 
stick loom, raises and lowers the warp threads. 


BEATER 


A beater is used to push the woven thread into place. One can 
use fingers, forks, or a large comb as a beater. 


BUTTERFLY LOOPS 


When weaving, stitching, crocheting, or knitting, wind the 
yarn ends over and catch with the plastic clip from a bread bag. 
For larger yarn ends, wind the yarn over two fingers—the index 
finger and the pinky—in a figure eight, and then slip a bobby 
pin over the center of the yarn. For even larger ends, roll the 





yarn into a figure eight and tie a rubber band in the center. This 
works well when macrameing with long ends; they just slip 
open as needed. 

Scissors are necessary tools for cutting yarns. Masking tape 
is used to tape down the warps in the top and bottom slits in 
the cardboard loom. Baskets, boxes, or ice cream cartons are 
effective for sorting and storing yarns for color and texture. 


TAPESTRY 


Tapestry is a weaving technique that indicates a pictorial 
design incorporating methods of joining areas of color and tex- 
tures. (See “Weaving Techniques,” pages 227-229.) 


Types of Looms 


The type of loom considered for the classroom will be de- 
cided on by the amount of space available for storage, whether 
students will work independently or in groups, and how much 
money is available for purchasing looms and yarns. Materials 
often are donated by parents or obtained from other sources. 
One imaginative teacher obtains material from a textile factory, 
which contributes discarded cuttings from clothing—the fibers 
are knit and do not ravel. Another source could be a thrift store 
for scraps, ties, and old sweaters that can be unraveled. 


INTRODUCING THE WEAVING CONCEPT 


Here are two simplified versions for introducing the weaving 
concept to young students. Many kindergartners are delighted 
to be able to manipulate simple weavings successfully. One 
method of explaining the procedure is to have ten students 
stand in a line in front of the group. Have the first student hold 
the of end of a long piece of rope. Place the rope in front of the 
first student, behind the second student, in front of the third 
student, and so on. Go back from the end with the same process, 
this time alternating the ropes to illustrate the weaving process. 
When the students begin their weavings, provide experimenta- 
tion time and encourage trial and error. Errors in the alternating 
concept are easily corrected with simplified looms. 

Having precut yarn pieces of a determined length makes it 
possible for the student to pick up a new piece of yarn as he or 
she completes each row. Weaving back and forth with a shuttle 
and long yarns is difficult for the young weaver. 
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After the concept of weaving is understood, the child will be 
eager to produce his own original patterns and designs. This 
over-under weaving concept is a favorite for students of all ages 
and one of which children never seem to tire. 


PAPER WEAVING (ON PAPER LOOMS) 


Weave party place mats, celebration cards, paper baskets, and 
large paper costumes. . 


Supplies Needed 

Papers: tissue paper, wallpaper, magazines, newspaper, old 
candy wrappers, metallic paper, shelf paper, oak tag, and brown 
paper bags to be combined for unique colors and textures. 


Procedure 

1. Paper warps can be cut straight, curved, or angular as well 
as into irregular shapes. 

2. Or fold a 9 X 12-inch piece of paper in half lengthwise. Cut 
equal slits along the folded edge, and cut slits to within a 
1-inch border left on the outer edges of the paper. Slits can 
also be cut into curved, angular, or irregular shapes, but be 
sure to cut along the folded edge and leave the border on the 
other two sides. This serves as the loom. 

3. Cut the wefts from a second piece of paper. They can be cut 
into straight, curved, angular, or irregular slits. The second 
piece of paper can be of various textures and colors to create 
interesting visual effects. 

4. Weave the paper wefts (second piece of paper) into the paper 
warps in the regular under-over pattern. 


To introduce weaving concepts, have young students weave 
with precut pieces of rug yarns and other materials into perma- 
nent fabric looms. See section on fabric looms, p. 220. 


WEAVING INTO CLOTH 


Supplies Needed 

heavy string, raffia, reeds, grasses, jute, telephone wire, pipe 
cleaners, ribbons, fake fur, lamb’s wool, plastic, and yarns 

plastic and canvas scrim 

cotton mesh, such as dishcloths 

netting, onion bags, and potato sacks 

burlap 

loosely woven fabrics (curtain and upholstery materials) 


Procedure 
1. Plan a simple felt-tip pen design and transfer it to cloth 


with permanent pens or crayons. Or plan to have the design 
develop spontaneously without previous planning, as in a 
sampler. 

2. Scrim is a stiff, lightweight backing used in making hooked 
rugs and needlepoint. The large holes are appropriate for 
beginning weavers, as the concept of under and over can be 
easily learned. No loom is necessary with scrim. 

3. Use other backings as well, such as cotton mesh cloth. 


4. Burlap is a good introductory backing material. Mount the 
cloth on a wooden frame or embroidery hoop for easier 
handling (optional). 

5. Weave in the outline designs. 

6. Fill in the formed outlines with more weaving. 

7. Experiment with various weaving materials and yarns. 

8. Add colored cloth (glue on) in the front or on the back of 


the scrim for variety. 
9. Weave puffs and loops of yarn to give height and texture. 
10. Stuff small pieces of cloth and sew them into the scrim or 


cloth. 
11. Add finger weavings, spool weavings, and knitting or cro- 

cheting to the woven designs. 8-5 A cardboard loom warped 
12. When the weaving is completed, attach it to another back- with string has a free-form center 


ing (glue or sew on) and use it as a banner or wall hanging; design woven first with a large-eyed 
use it alone or combine several weavings together for a large embroidery needle. The outside 
areas will then be woven in. The 
round carpet rolls, with nails, are 
for spool weaving; cut shits could be 
substituted for nails. Supersized 


MAKING A CARDBOARD LOOM knitting and crochet needles make 
the forms grow quickly. 


wall hanging. 


Probably the most commonly used loom in the elementary 
school is the cardboard loom. It is easy to make, lightweight, 
easily stored, economically feasible, reusable, and it can be 
made in various shapes and sizes. Individual weavings are 
handsome alone, but stitched together they become a rug, an 
afghan, or a large wall hanging. Often, these small weavings are 
used as samplers whose basic design is then used for larger 
weavings. Sampler weaving encourages experimentation with 
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exciting and unusual combinations of colors, textural relation- 
ships, and weaving techniques. 


Procedure 

1. Provide a rectangular piece of cardboard for each student. A 
good sampler size for a beginner is about 7 X 10 inches. 

2. Cut any number of slits across the top and bottom, as long 
as the number is uneven—between eleven and fifteen works 
well. 

3. These are cut 4% inch down and are spaced approximately 
14-inch apart. 

4. Warp the loom with string, tying on the first loop. 

5. Run the warps down, around, through, and up. 
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8-6 Examples of beginning card- 
board weavings. The fringed edge 
has precut lengths of yarn. The 
purse is made by weaving around 


both sides of the cardboard, 


6. Continue this procedure until all the slits are warped. Tie off 
the last warped thread. 

7. Place masking tape across the top and bottom; the tape will 
help hold the warp threads in place. 

8. Proceed with the weaving using any of the materials previ- 
ously suggested. As the students weave, remind them to 
leave a slight loop at the end of each row. This helps to keep 
the weaving from moving in tighter, as in an hourglass 
shape. 

9. Or, provide each student with two straws, wires, or sticks to 
place at the first and last warp; these will hold the sides of 
the weaving straight as the student weaves. 


Older students may want to develop larger-sized weavings, 
work on individual looms, or work in groups on one large loom. 


PLANNING THE DESIGN 


When a design is planned for a cardboard loom, draw the 
design on the cardboard first with a felt-tip pen (underneath the 
warp). Weave the design shapes in first, with a large-eyed nee- 
dle and pieces of yarn. Interesting round, oval, and irregular 
shapes are created in this way. Various weight yarns provide 
textural quality. To finish the project, use one of these tech- 
niques: plain weave, dovetailing, lock stitch, or tapestry slit. 
(See page 227.) 

A variation of the rectangular cardboard loom is the round 
cardboard loom. Start with a 7-inch round shape. Cut out a 
114-inch circle from the center. Cut 1⁄4 -inch slits around the 
outside. Tie on the first warp and wrap the string from the slits 
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to the center, through the center, and around the back up to the 
slits. Continue around until the warps meet at the starting 
point. 

Unique cardboard loom shapes can also be cut, perhaps as a 
design for a neckpiece. Cut the outside shape into the design. 
Cut the 14 -inch slits around the outside shape, and string the 
warp threads from top to bottom on the front side of the loom. 

Projects for beginning weavers can range from individual 
wall hangings to small weavings sewn together to be displayed 
as a group tapestry. Narrow looms can be used for making belts cA — 
and exciting neckpieces. VAN Ap AA 

A special favorite of young weavers is the marble bag. To WOY TURRIS 





i aE ie | Ni 
make the marble bag, use a cardboard loom about 6 inches if g HH) AN 4 
square. Warp the loom at about %4-inch intervals and warp tie tt AW yy 
around the loom, both in front and back. When weaving, work i VA ae 


completely around the loom so that there are no exposed edges. 
Continue to the botton; and remove the loom. Sew the bottom 
closed. Open the top of the loom and tie two warps together, g 47 The drawstring marble bag 
leaving the top open. Then use a heavy piece of yarn to weave was woven by a third-grader 

in and out around near the top. Use it as a drawstring. This around a cardboard loom. The 
project makes especially good use of yarn scraps; patterns landscape weaving on the left is the 


emerge from the multicolored yarns. eins ne l 
niques: the round sun shape is a 


free-form needle weaving worked 
from the round outside edge in; the 
stripe pattern in the sky was pro- 
duced by weaving the row over two, 


STYROFOAM LOOM and under two warps alternately. 
Note the lock stitch where two col- 

Supplies Needed ors of yarn meet. 

a small Styrofoam meat tray 

string 


precut pieces of yarn, felt, vinyl, or bonded fabric 


Procedure 

1. Cut %-inch slits about 44-inch apart across the top and 
bottom of the tray. 

2. Use string for the warp and run the string from top to 
bottom on the front side. 

3. Cover the top and bottom of the loom with tape to hold the 
walps. 

4. Tie the beginning and the end strings on. Or, they can be 
taped to the back of tray. 

5. Weave with precut pieces of weft or fillings (either yarns, 
or 44-inch strips of felt or cloth). 

6. The ends will extend a short way out the sides, making a 
fringe. 


7. Weave the first weft over and under the string warp. 
Weaving and 


8. Weave the second weft under and over the string warp, TR 


alternating from the previous row and, thereby, creating a 


checkerboard effect. 219 
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8-8 Plastic Styrofoam looms: 
meat tray for flat forms and cup for 
spool weaving. The popsicle stick, 
tongue depressor (with grooves), and 
plastic embroidery needle are shut- 
Hes. 
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9. Complete the weaving. 

10. Remove the warps from the loom by carefully lifting the 
warp strings out of the slits. 

11. Place a wood dowel, a stick, or a metal rod through the top 
warp loops so that the completed weaving can be hung and 
displayed. 

12. Add fringes or tie beads, feathers, and additional decorative 
elements onto the bottom warps. 

13. A small weaving can be appliquéd to a larger wall hanging 
or can be worn as a neckpiece by slipping a plastic thong 
through the top warps. 

14. An alternative meat-tray loom (4% X 8 inches) is made by 
placing masking tape along the top and bottom of a tray. 
Using embroidery thread, tape on the initial thread and 
warp around the front and back with nineteen warps. 
Weave with threads, as well as yarns. This loom is good for 
middle and upper grades. When the front weaving is 
finished, cut along the center back, leaving long threads on 
the top and bottom of the weaving. These can then be 
macramed or tied as you wish. 


FABRIC LOOM 


Supplies Needed 

vinyl, felt, or bonded cloth, approximately 6 X 9 inches 

4 -inch strips of vinyl, felt, or bonded cloth for the wefts, 10 
inches long 

thick rug yarn, precut into 10-inch lengths 


Procedure 
1. Use 6 X 9-inch pieces of vinyl, felt, or bonded cloth for the 
basic loom. 


2. Cut ten vertical slits 1⁄2 -inch apart. Leave 34 -inch borders on 
all four sides. 

3. Weave with 10-inch precut pieces of thick rug yarns and 
-inch wide strips of felt or cloth 10-inches long. 

4. Leave alternating woven wefts on the looms. Complete the 
weaving. (Ihe teacher can sew stitches along the side on a 
sewing machine for permanency.) 

5. Display the weaving. 

Or, remove the wefts from the loom and reuse the looms. 

7. Plastic fruit baskets (grocery store variety) also can be used 
as looms. (See Figure 8-11.) 
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PERMANENT FLAT LOOM 


Supplies Needed 
Masonite 

white paint 

power or hand saw 


Procedure 

1. For a more permanent flat loom, cut some untempered 
Masonite (approximately 9 X 12 inches) and paint the sur- 
face white. 

2. Cut slits with a power saw to a depth of 1 inch and space 
them approximately 1⁄4 -inch apart. The slits can be cut on 
the top, bottom, and along the sides of the Masonite piece. 

3. Warp the loom by running string or yarn from the top to the 
bottom, tying it together at the beginning and at the end. 
The warp can go around just the front or it can go around 
the front and back. This permits one to weave around the 
board, as for a purse with three closed edges. 

4. Space the warp at equal intervals, but for variation try spac- 
ing the warps unequally. The warp will suggest unusual 
shapes as yoy weave and will encourage new and varied 
patterns. 

5. Another variation is to add warp threads along the sides. 

Weave experimentally wherever your threads appear. 


S 


7. Place masking tape over the slits and warp ends to hold the 
threads securely. 


A variation of a substantial loom can be made from a piece 
of plywood and two 2-inch thick boards for end pieces. These 
boards are nailed or epoxied on the board ends and nails are 
placed across each end to hold the warp. This loom is similar 
to a box loom made from an orange crate. An old wooden 
drawer or a cardboard box also makes a good loom. Try building 
unusual loom shapes with wood. 
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8-9 This teacher explains how 
her special education students take 
pride in working together on a 
woven rug using a wood frame 
loom with a supporting leg to per- 
mit it to stand upright. Donated 
knit fabric scraps were cut to size 
and woven using the Ghiordes 
knot. Note the natls along the sides 
to keep edges straight. 


8-10 A straw loom. The straws 
are the warps. Hold the loom in 


the palm of one hand, weave with 
the other. Tie on the weft and be- 
gin. 
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FRAME LOOM 


A sturdy picture frame makes a good loom. Nails or slits are 
used to hold the warp threads. 

Canvas stretcher frames, used by artistis to hold their 
stretched canvas, are inexpensive, strong, and can be assembled 
quickly for weaving. These can be found wherever art supplies 
are sold and are available in all sizes. When the weaving is 
finished, the frames can be taken apart easily and can be used 
again in any combination of sizes. 
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STRAW LOOM 


Straw looms are a fast weaving technique to make long 
sashes, belts, ties, wall hangings, table runners, pillows, and 
even rugs (when the lengths are stitched together). 


Supplies Needed 
six straws 

yarn 

SCISSOIrS 


Procedure 

1. Cut six straws in half. The warps should be equal in length, 
which will be determined by what the woven article will be. 
Six straws are commonly used (nine could be used, also); 
therefore, there will be six warp threads. (See Figure 8—10a.) 

2. Tie all the threads together at one end. String makes a good 
nonstretching warp. (See “Overhand Knot,” Figure 8—41.) 

3. If there will be a fringe, allow some length for it. 

4. Thread each warp thread through a straw. If there is diffi- 
culty getting a thread through a straw, suck the thread 
through gently (or use a piece of wire to push it through). 

5. Push the straws to the end near the knot. Now begin weav- 
ing in the center of the straws. 

6. Continue the over—under process until the weaving begins to 
fill the straws. (See Figure 8—-10b.) 





8-11 A warp in a dark color 
produces an interesting pattern and 
texture. Strips of knit cloth are 
woven into the large weaving with 
the Ghiordes knot. The weaving on 
the right was woven on a plastic 
straw loom. Berry baskets and oak 
tag looms are used with rug yarns 
by young weavers. 





7. As you continue to weave, push the finished woven area up 
and off the straws onto the warp threads near the knot. 
Continue weaving on the straws to the desired length. 

9. Tie in new colors as you wish. 
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ROUND LOOM 


A classroom favorite is a loom made from a cylindrical cereal 
or salt box. The warp runs from top to bottom. Try warping on 
a carpet roll for the same effect, or on a cottage cheese carton. 
Notch slits around the top at %-inch intervals. Tie a warp to 
one notch. Proceed with the warp down the side, across the 
bottom, up the opposite side, round the next notch, down the 


8-12 Weavings warped over old 
basketballs. Warps around a salt 
box or plastic container make good 
looms also. (Courtesy of Edna Gil- 
bert, Mesa Public Schools, Mesa, 


Arizona.) 
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8-13 Backstrap loom and 
finished weaving. The heddle is 
made from popsicle sticks with a 
hole drilled in the center of each. 
Warp tension is controlled by tying 
the weaving to the weaver. The 
finished weaving has a macrame 
fringe and appliquéd stars. (Cour- 
tesy of Margaret Burton.) 
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side, and so on. Continue around until the loom is warped. 
Begin the weaving underneath the box. 


BACKSTRAP LOOM (POPSICLE STICK LOOM) 


The- backstrap, body, waist, stick, and belt looms are all basi- 
cally the same loom. They all depend on the weaver for the 
warp tension. These looms are a little more difficult to use, as 
the weaver is very much a part of the loom. 

Students in the upper grades or those with weaving experi- 
ence will like the challenge of this loom. Start with warps about 
4 feet long. After the weaving is finished, the long ends of the 
warps work very nicely into the macrame square knot fringe for 
a professional looking wall hanging. 

This loom is popularly used in Scandinavia, South America, 
Mexico, Guatemala, and in Asian countries. Belts and other 
narrow and long articles are easily woven by this process. 


Supplies Needed 

wood tongue depressors or popsicle sticks 
yarn 

stick (to hold the warps at one end) 
cardboard shuttle (to hold yarn) 

comb 


Building a Backstrap Loom 

1. Drill a hole through the center of the tongue depressors or 
Popsicle sticks—about six would be a good loom size for 
beginners. (See Figure 8-13.) 

2. Space these about 1⁄4 -inch apart as they lay flat on a table. 

3. Glue two sticks across the top edge on both the front and 
back. 

4. Glue two sticks across the bottom edge on both the front and 
back. 


Ihe looms can be made as large as desired, just increase the 
number of added popsicle sticks and the length of the cross 
sticks to accommodate them. 


Procedure 

1. Cut the warp threads about 214 times the length of the 
finished weaving length. Double the warps (in half) over 
a holding stick with a lark’s head knot (see page 248). Now 
the warp ends are about 1% times the needed length. The 
number of warps will depend on how many sticks are used 
in the loom. If there is one odd number left, simply tie the 
last warp to the holding stick. 





2. Hook this holding stick to something stationary, such as a 
chair. (See figure 8—4.) 

3. Pass the loose warp ends through the heddle, alternating 
each strand through the drilled holes in the sticks and the 
open slits. 

4. After the loom is warped, tie the remaining ends in an 
overhand knot and to a chair, doorknob or stationary ob- 
ject. 

5. Or, anchor the knot end to a belt or rope around your waist. 
Move back slowly until the warp threads are taut. 

6. Attach the weaving yarn to a shuttle (tie it onto a pencil, 
or wrap it around a long thin piece of cardboard). 

7. The Popsicle stick loom is the heddle. Push the heddle 
down. This causes the yarns in the holes to move down and 
the yarns between the sticks to move up. Thus, the warps 
form a shed, or open space, for the weft yarns and the 
shuttle to pass through. , 

8. Pass the shuttle (with yarn) through the shed. 

9. Push the woven weft yarn up toward the stick end with 
fingers or a comb. 

10. Now pull the heddle up and return the yarn through the 
separated space (shed). 

11. Continue weaving by raising and lowering the heddle and 
passing the weft yarn back and forth. Complete the weav- 
ing. 

12. When the weaving is finished, remove the wooden heddle. 

13. With the remaining warp threads, tie a macrame square 
knot fringe along the bottom end. 


FREE-FORM WEAVING 


Free-form weaving depends on free-form warps. Any size or 
shape warp can be constructed using this technique. 


Supplies Needed 
sewing bolt or any soft board yarns for weaving 


pushpins needles (optional) 
warp threads 
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8-14 Cardboard boxes, plywood 
sheets, and picture frames make 
good looms. Nails can be arranged 
straight across or in free form for 
variations in warps and weaving. 
Designs can be woven from original 
drawings placed under the weaving. 


DIES, 
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8-15 Circular and oddly shaped 
looms encourage unique weaving so- 
lutions. The weaving at the upper 
left was done on a cardboard loom 
with outside and inside edges 
notched for the warp. The weaving 
at the upper right is over a wire 
frame. The weaving at lower left 
was done on a cardboard loom with 
the outside edges notched and the 
warps crossed in the center. Circu- 
lar weavings are ordinarily done 
from the center out. Weaving at 
lower center is a wrapped embroi- 
dery hoop, partially warped and 
woven. 


Procedure 


L. 


10 


11. 


12. 


13. 
14. 





Place the pushpins in any shape desired: round, oval, or 
free-form. 

With a short end, wind the yarn around a beginning push- 
pin. 

Working in any direction desired, move the warp threads 
to the other pushpins; wind the thread around and go in 
another direction, winding around each pushpin. 
Continue this procedure until all the pushpins have been 
wound and a warp is constructed. (Finish with an uneven 
number Of warp threads. Tie the last thread.) 

If there is a grouping of threads in the center, go over the 
warp threads with three or four stitches to hold them. 
Begin the weaving toward the center of the design. Begin 
with about 2 yards of yarn; thread through the needle. 
Where the warp is close, weave over and under two strands 
of warp at a time 

As it gets easier to weave, where the wrap is not so tight, - 
weave over and under one strand at a time. 

Keep the weaving loose so that the warps are not pulled out 
of line. If the yarn is pulled too tightly during the weaving, 
the finished shape will curl up when it is removed from the 
loom. 

Keep a good even tension and push toward the center. Fill 
in any irregular shapes with yarn weaving. 

To begin a new color, tuck the ends of the yarn underneath 
the worked areas and weave in the new yarn as you work. 
The loose ends can be woven into the back after the prod- 
uct is finished and has been removed from the board. 
Cut off any excess ends. 

Develop any shape in the weaving by placing the pushpins 





as desired. Flowers, animals, and free forms can be woven 
this way. 

15. Remove the weaving by simply pulling out the pushpins. 
Add any ornamentation, such as cloth-filled puffs, beads, 
fringes, or feathers. 

16. Suspend free-form weavings from twigs or dowels for dis- 
play. Or appliqué the weavings to a backing such as burlap. 
For a group project, assemble several individual weavings 
on a large backing. After the project has been displayed, 
return the weavings to the designers to be mounted on 
individual cloth backings and framed, if desired. 


Another kind of free-form weaving is done on a stick or twig 
loom. This is actually an ancient Indian method of weaving. 
Find some Y-shaped branches. String the warp back and forth 
over the forked ends. Weave through the warps. 


FLAT CIRCLE LOOM (ROUND LOOM) 


These looms can be made from cardboard, or embroidery 
hoops, wire, and even wheels. Coat hanger wire can be used to 
create unusually shaped looms—even three-dimensional ones. 
Two embroidery hoops will create a form within a form, with 
the wrap within the two. 


8-16 Warps and weavings can 
be on three-dimensional forms such 
as this tree branch. 


Weaving Techniques 


PLAIN WEAVE 


The plain weave is the basic over—under procedure. For varia- 
tion, begin the plain weave in the middle of the warps, begin- 
ning somewhere inside the warp. Weave in a curved design. 
Weave over and under several warps, turn around and come 
back under and over the same warps, and turn back again and 
weave adding rows to the curved design. Enlarge the design by 
including a warp thread as you come to the turnaround. After 
completing about twelve rows, turn the loom around and begin 
other curved designs. If an eye shape has been created, select 
another color and fill the open space with more plain weave. 


TAPESTRY SLIT 





In regular weaving, the weft yarn moves all across the wraps. | . 
In tapestry slit weaving, the weft yarn moves partly across the Gm- | 
warps and turns back. Then, the weft yarn weaves up to the slit 


Arre 
i 


from the opposite side and also turns back. As more rows are 
added, being completed in the same manner, an open slit 
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8-18 Lock stitch. 
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8-17a Tapestry slit 8-17b Dovetailed join. 


appears in the weaving where the two yarns meet but do not ~ 
interlock. (See Figure 8-17a.) 


DOVETAILED JOIN 
When a design is placed on a weaving, the weft threads will 


meet. In this joining, the yarns meet alternately on the same 
warp (see Figure 8—17b.) 


LOCK STITCH 


Two weft yarns that meet and interlock between the wrap 
threads are a lock stitch. (See Figure 8-18.) 


GHIORDES KNOT 


This knot can be woven first and then cut to the length 
desired. Or it can be individually woven with strips of fabric, 


E J 


8-19 Ghiordes knot. 





8-20 Egyptian knot. 


as shown in Figure 8—9. After weaving, the loops can be cut for 
a fringed effect. (See Figure 8-19.) 


EGYPTIAN KNOT 


The weft cord loops around the warp resulting in a beadlike 
effect. (See Figure 8-20.) 


WEAVER’S KNOT 


The Weaver's knot is like a figure eight and also catches the 
warp. It is used to anchor a cord to the warp, as when adding 
a new weft cord. (See Figure 8-21.) 


Unusual Weaving Techniques 


WEAVING WITH BEADS 


Beads are great fun to weave with to be worn as necklaces, 
bracelets, and rings or as decorations on clothing and shoes. 
Bead weaving is a craft appropriate to the intermediate grades. 
Many types of looms for weaving with beads are available 
commercially, but why not make your own? 


MAKING A BEAD LOOM 


1. Make a small wooden frame, or use an old wooden picture 
frame, making sure it is small enough for your design. 

2. Make notches on both ends, at the top and bottom, to attach 
the warp threads. 

3. Begin at the right-hand notch, knotting the thread. 

4. Wind the thread by passing it over the top, down the other 


Weaver's knot. 
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8-22 Finger weaving. 


end, under the bottom notch, and up over the notched end 
at the top. 

5. Warp the frame until the desired threads are strung. Be sure 
to warp (add) one more thread than the number in the bead 
design in the width. 

6. Tie the last warp to the last notch in the loom (on the left- 
hand side of the loom). 

7. Make sure the warp is secure and tight. 


Supplies Needed 

graph paper (optional) 

beading loom 

bead needles (or regular needles small enough to pass through 
the eye of the bead 

beading thread (available in hobby stores) or regular strong 
thread 

assortment of colored beads, old jewelry, and pearls 


Procedure 
1. Plan your design. It can be a flower, a heart, anything whose 
design can be squared off—letters and words make good 
designs. 
2. Organize the design on graph paper with 14-inch blocks. 

Plan one square for each bead. 

4. Beginners may want to keep the color plan simple, with one 
color for background and one or two colors for the fore- 
ground design. 

5. A thin bead needle is used with a fine, strong thread. 

6. Tie the thread in a small knot to the first warp thread on 
the top right (of the loom). 

7. String on the beads needed for the first row. 


= 





LO. 


11. 


. Bring the beads and thread under the warp toward the left 


side. 


. Place each bead between a warp thread, and gently pull the 


bead string tight. 

Bring the bead string up and over on the left side, and go 
back through each bead with the needle as you head toward 
the right side. 

Continue this procedure, picking up the various beads ac- 
cording to your design, and finish each row. 


FINGER WEAVING 


Supplies Needed 


yam 
Procedure 

1. Place the end of the yarn in the palm. 

2. Pass the yarn between the thumb and forefinger. 

3. Go behind the forefinger, in front of the middle finger, in 
back of the ring finger, and wrap the yarn around the little 
finger. 

4. Then weave the yarn in front of the ring finger, in back of 
the middle finger, and in front of the ring finger. 

5. Wrap the yarn around the back of the hand, across the 
palm, and hold it down with the thumb. 

6. Starting with the little finger, take the yarn that has been 
woven in and out around the fingers and lift it over the top 
of the unwrapped yarn, one finger at a time. 

7. When you reach the index finger, lift the yarn off and wrap 
a strand around the hand again. 

8. Lift one strand at a time, starting at the little finger. 

9. When you have the piece as long as you want it, cut the 
yarn and lift one strand at a time, looping it under the next 
finger’s yarn (chain). 

10. Loop the end of the strand through the last loop to keep it 
from raveling. 
11. Pull the yarn gently to straighten the weaving. 


THE CHEVRON 


In the examples of finger-weaving shown in Figure 8—23, the 


yarn threads are used both as warp and weft; the yarn com- 


monly used is four-ply knitting yarn. The example on the left 


is the chevron design. This finger weaving begins with nine 
long cords that are doubled and placed on the dowel in a lark’s 
head knot. 


i Se: am 





8-23 /n these examples of finger 
weaving, the yarn is used as the 
warp and the weft. On the left is 


the chevron design; on the right, 


the diagonal. 
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Locate the middle of the cords and start with the first cord 
left of the center. 

With one hand, start in the center and move toward the 
right, picking up the odd-numbered cords. 

With the other hand, weave the first cord through the cords 
in the other hand. 


. Do the same with the center-right cord, moving toward the 


left. 

The left-of-center cord always is woven to the right, and 
the right-of-center cord always is woven to the left. 
Keep the warp threads in correct position. 


THE DIAGONAL DESIGN 


The example on right in Figure 8-23 is the diagonal design. 


Procedure 
1. Note the six cords mounted on the dowel with a lark’s head 
knot. 
2. Begin with the left outside cord and weave to the right 
edge. 
3. Continue weaving always from left to right, being sure to 


keep the cords pulled in a a line, as the diagonal 
pattern emerges. 


4. For variety, try these patterns with variously colored yarns. 

5. In both of these finger-weaving techniques, it is important 
to keep the warps and wefts in place. 

TWINING 


Twining is another form of finger weaving. The technique is 


inspired by the examples of the Nez Percé Indians of Oregon 
who excelled in twining handsome corn husks and other natu- 


8-24 Twining. 


(e) 


(f) 








Color Figures 1 and 2 “The- 
ater Games, a week-long work- 
shop, combined original mask and 
costume making with improvisation- 
al drama and playmaking from a 
story plot. See pages 92-93 and 
339. (Courtesy of Madelaine Shel- 
laby, University Art Museum, 
University of California, Berkeley.) 





Color Figure 3 A blind stu- 
dent at the California School for 
the Blind is involved with building 
structures, spaces, and textures. 
Boxes, sticks, tubing, and scrap 
wood were glued together. Students 
sometimes painted their sculptures 
with white gesso. See page 50. 


Color Figure 4 Af the waxing 
station during a batik class, stu- 
dents apply clear paraffin over a 
felt-tip pen drawing on cotton cloth. 
Wax is applied with brushes, 
Hantings, and stamps. The electric 
fry pan holds hot water, which 
heats the wax contained in the 
coffee can. Brushed-on dyes will be 
applied at another station. The old- 


er student 1s a helper. See pages 
150-151. 





r 
1 


| 


Vda 


3 . 
DA aae 
g 

1 


Y & 
id 


f "i f 9 ij y; 


DARN 


+ 


TT SO: 
wa 4% 


“.\ 


ne ee atin 
‘ 
3 s 





Color Figure 5 Exploring 
themes such as the sun, flowers, ap- 
ples, or oranges, each student can 
add an imaginative interpretation 
as part of a group project. Linda 
Deck created this handsome quilt 
by batiking each square and then 
sewing all the squares together. See 
page 152. 


Color Figure 6 Stitching is 
fun for people of all ages. Self- 
taught artist (age 88) Helen Ste 
learned the same basic stitches (as 
described in text) from her mother 
when she was seven years old. As 
her grandmother quilted, Helen 
would save the scraps from which 
she made mittens and clothing for 
herself. French knots, bright colors, 
heavy yarn flowers, butterflies, and 
inventive designs are composed 
spontaneously in the sections first 
and then joined together. Starting 
at 4:00 a.M., this folk artist stit- 
ches all day, even when her fingers 
sometimes bleed. Her work ts dis- 
tinguished by the gathered cloth 
sections that gracefully catch the 
light and add a three-dimensional 
quality. See page 164. 


Color Figure 7 “Beaded Royal 
Crown,” Yoruba, from Nigeria, 
Africa, 3644". This king's crown 
contains symbols related to the 
myth of the origin of the Yoruba. 
Each kingdom expresses its origin 
and its relation to the creator God 
in a beaded crown. See page 176. 
(Courtesy of the Brooklyn Museum, 
New York.) 
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Color Figure 8 First-graders 
use yarn and felt glued to a wood 
backing to create these delightful 

yarn pictures. See page 199. 


Color Figure 9 Weaving ts a 
fascinating art experience. Bright 
colorful designs. are woven on card- 
board, frame, foam, and circular 
looms. Students especially like using 
fluorescent colored yarns. It is 
amazing how ones personality 1s 


reflected in the finished art. See 
page 207. 





Color Figure 10. A. Rose 
Gonzales, award-winning Pueblo 
potter, works with clay dug from 
timeless quarries. She sits in front 
of her backyard bread oven in 
San Ildefonso, New Mexico. First 
she makes a round patty of clay, 
which is placed into a dish form. 
Then she begins to form the clay 
into thick coils; her moistened 
fingers press, seal, thin, and 
smooth the coils into place. 

B. Rose smooths and thins the 
bowl'’s soft wall with her wet 
fingers and hard gourd templates. 
C. After drying overnight, the 
pot 1s carved. Hours of burnish- 
ing produce the shiny surface, 
which is polished to a smooth 
luster. The river pebble she uses 
to polish with is a prized posses- 
sion. Such pebbles, selected for the 
complexity of their concave and 
convex curves, are often passed 
from mother to daughter. After 
drying the bowl is fired. See page 
268. (Courtesy of Exxon 
Company.) 






























Color Figure 11 Bakers clay 
and salt ceramic are popular 
manipulahve materials for elemen- 
tary-school students. The imagina- 
Ave forms shown were air dried 
and painted with acrylic paints, 
and then finished with a plastic 
spray. The light brown shape was 
browned as it baked in the oven. 
These can be worn as jewlery’or 
hung as decoration. Note the ham- 
burger. See page 279. 


Color Figure 12 Kites are for 
special windy days. These floaters 
and flyers were used to harness 
various natural forces. Students 
worked with wind, water, air, and 
body movement. Materials used to 
make the kites were painted cloth, 
plastic, and paper on long rods. See 
page 312. (Courtesy of Madelaine 
Shellaby, University Art Museum, 
University of California, Berkeley. 
Photo by Nancy Hartner.) 

























Color Figure 13 “Crown of 
the Holy Roman Emperor, 10th 
Century. This magnificent exam- 
ple of medieval craftsmanship com- 
bines enamel work on gold, precious 
gems, and pearls mounted with 
prongs. See page 336. (Courtesy of 
the Kunsthistorisches Museum, 
Vienna.) 


Color Figure 14 Crayon etch- 
ing or scrath crayon, page 388. 


Color Figure 15 “Berkeley 
and Me,” a painted mural about 
the city. Young students work 
together to design and complete this 
huge painting. 

(Courtesy of Madelaine Shellaby, 
University Art Museum, Universi- 
ty of California, Berkeley. Photo by 


José Romero.) 


ral fibers into tote bags. We have interpreted twining for class- 
room use by using yarns and accessory beads or feathers. Actu- 
ally, the Nez Percé revived an ancient craft that dates back to 
2500 B.c., according to Junius Bird of the American Museum of 
Natural History. Other excellent complex examples of twining 
have been found in the Chicama Valley in northern Peru. This 
twining technique gives spectacular results when used for bags, 
baskets, floor mats, and lampshades. 

Twining simply means to encircle a wrap thread (See Figure 
8-24a and b); that is, to twist the weft yarns around the wrap 
thread. One weft thread comes from behind the warp thread, 
the other over the warp thread, and the two wefts cross each 
other between the warp threads. 

In Avining, the warp cord is the vertical cord. It is cut twice the 
length needed, as it is folded and mounted with a lark’s head 
knot to the top holding cord. Cut the mounting cord (horizontal 
cord in diagram) approximately three times the finished width. 
Find the middle of the mounting cord and place it around the 
warp cord. (See Figure 8-24 a.) 

Twist the mounting cord and place another warp cord 
through the center. Twist again and continue with the proce- 
dure as shown in Figure 8—24 b and c. The half twist is shown 
in c; the full twist is shown in d; and a half twist enclosing two 
warp cords is shown in e. Figure 8-24 f shows how to add 
additional warp cords into the twists as you are twining. 

Encourage experimentation once the basic procedure is 
learned. You can create new and different patterns and designs. 

Even young students can do twining, and everyone will be 
amazed at the success and beauty of the product. Older stu- 
dents will want to experiment by combining double half-hitch 
macrame knots with the twining as well as square knots, tying, 
beads, and found objects. 


Supplies Needed 
sewing bolt or cardboard (approximately 7 X 10 inches) 
yarns 


beads 


Procedure 

The purse in Figure 8—25 was twined in the round. In other 
words, the twining went all around the board that held the 
warp thread. (Warp cords are called threads here to differenti- 
ate.) 


1. Tie a holding cord around the cardboard loom. 

secure the holding cord with pins or tape. 

3. Add the warp threads to a free-hanging holding cord with 
reverse double half hitches. 


x 


4. Start twining by manipulating the fingers. 
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8-25 Twining around a sewing 
bolt. In the example at the right, 
the top yarn is the holding cord. 
The loose warps are doubled and 
mounted on the holding cord in a 
larks head knot and remain loose. 
The weft cords are mounted as 
shown in Figure 8-24a. A variety 
of turns and yarn weights and col- 
ors add interest. Beads have been 
added to the finished purse and 
wrapping finished the cords at the 
bottom. 
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The weft cords are double cords, so either plan both to be 

of the same color, or alternate the color with two different 

colored weft cords. 

Double the cord if it is the same color, or tie the two differ- 

ent colors with an overhand knot. 

Begin twining. Twining can go around the warp thread in 

different ways: 

a. in a half twist in between the warp threads (See Figure 
8—24c.) 

b. in a half twist between every two warp threads (See 
Figure 8—24e.) 

c. ina full twist between warp threads (See Figure 8—24d.) 

d. in a combination of half turns between and then full 
turns 

e. in a combination of turns and alternating rows 

f. in rows very close together or spaced far apart so that the 
warp shows 


8. The unique variations possible provide opportunities to be 
creative and add excitement to the process. Many textures 
and patterns are possible by varying the threads, either in 
the warp or weft. (See Figure 8—24f.) 

9. Try beautiful color combinations, too, or add beads to the 
exposed warp. 

10. At the bottom of the purse, close the warps with a series 
of square knots. Twining around a rectangular soft board 
makes a beautiful purse. 

11. Line the inside, and finger braid a handle. Twining is spec- 
tacular on a lampshade. 


BRAIDING 


Procedure (See Figure 8-26.) 

1. Knot four or five cords (yarns) together at one end in an 
overhand knot. 

2. Begin braiding with an outside cord, going under two cords 
and forward over one. 

3. Take the opposite outside cord and do the same thing in the 
opposite direction. 

4. Continue braiding. 

5. Finish with an overhand knot. This produces a round braid. 


Braiding is commonly done with cloth scraps and has long 
been a favorite process in rug making. Scraps are about 14% 
inches wide and about 1 yard long (sew scraps together to 
achieve this length). After braiding, the long braids are formed 
into a flat oval and loosely, but securely, sewn together to make 


a rug. 


8-26 Finger braiding. 
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SPOOL WEAVING 


It is great fun to spool weave on an empty thread spool. Spool 
weaving is simple to do, and very young, as well as upper- 
grade, children will enjoy it with equal fascination. As you 
weave, you will be compelled to see how long the coil can be 
made to grow. 

The larger the spool hole, the thicker will be the woven cord. 
You can also vary the weaving by using various thicknesses of 
yarn. Yarn that is variegated produces designs with horizontally 
striped coils. Weaving with one color and then changing to 
another color results in an appealing two-tone technique. 

Any number of nails can be applied to the top of a spool— 
from four to twenty. The fewer the nails, the faster and easier 
the weaving and the longer the cord will grow. 

The same process can be used to weave fine metal on a spool. 
Thin, lightweight brass, copper, or steel wire, when woven, will 
produce wire cords that can be made into jewelry. 

Use an empty thread spool. An empty carpet roll from a 
carpet store or a paper cup can also be used. Saw off several 
lengths of the roll and then carefully hammer five brads or nails 
along the circular top, spacing them evenly (be careful not to 
split the cardboard). If using a paper cup, cut out notches along 
the top, and cut the bottom off. The weaving can be done with 
another nail, a crochet hook, or with just the fingers. Remember 
to keep the yarn very loose as you weave and loop. Acrylic and 
wool yarns have the most elasticity. A variation can be made 
from a block of wood: saw out a circular center and hammer in 
the nails. (See Figures 8-5 and 8-8.) 


Supplies Needed 

nails 

crochet hook (optional) 

decorations 

empty thread spool, carper roll, or paper cup 
yarn 


Procedure 

1. Drop the end of the yarn through the hole. 

2. Wrap the strand of yarn around each nail once, going from 
left to right. 

3. After wrapping all the nails, place the yarn around and on 
top of the first loops. 

4. With a blunt nail or needle take the bottom thread and loop 
it over the top thread and over the nail. This leaves a single 
thread on the nail. 

5. After the first round, continue in the same way. 

Tug the tube as it grows. 
7. To finish the tube, bind off by cutting the yarn, leaving 
enough thread to pull the yarn through each loop. 


z 


8. Take the tube off the spool and pull it tightly so that the 
top will close. (You may want to fill the woven tube with 
cotton batting or old stockings to keep it round.) 

9. Now that you have the tube, add arms and tube legs (all 
kinds of wild animals can be formed). People, birds, fish, 
dolls, and puppets all take form and can be decorated by 
adding felt, beads, yarns and lace. 

10. Iry several different-sized tubes and create fanciful crea- 
tunes. 

11. Long tubes can also be used for belts. 

12. Tubes sewn together can create other objects such as mats, 
purses, and pillow tops. 

13. Add fringes, tassels, pom-poms, and beads for decorations 
to the objects listed in step 12. 


FRAME WEAVING 


Frame weaving is similar to spool weaving in that the woven 
article is produced by passing yarns over nails, and it emerges 
from a whole in the center. In this case, the object woven takes 
on a flat shape, as the loom is long. The object appears to have 
been knitted and grows very quickly. Weave purses, scarves, 
pillows, and doll shapes. Add decorative elements such as pom- 
poms, fringes, beads, tassels, handles, and appliqués. 


CONSTRUCTING A FRAME LOOM 


Supplies Needed 
four pieces of wood: two long pieces about 12 inches long and 
3 inches wide, plus two shorter pieces about 7 inches long 


(size is optional and depends on individual needs) 
brads 


Procedure 

1. Use the two long pieces of wood for the top and bottom, 
leaving about a %-inch slot opening. 

2. Place the two short pieces of wood on the sides and nail them 
to the other pieces to form a rectangle. 

3. Mark the spots for the nails. They will be placed directly 
opposite each other, about 4% inch from each other, and 1⁄4 
inch in from the slot opening. Hammer in the nails. 


WEAVING ON A FRAME LOOM 


Supplies Needed 
loom yarns 


nails crochet hook (optional) 





8-27 Frame weaving. The loom 
in the photograph has 42 nails on 
each side. 
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8-28 This drawing illustrates a 
simple frame loom with 12 nails. 
The yarn is criss-crossed back and 
forth. The botiom loop on the nail 
is pulled over the top loop on the 
same nail and the weaving emerges 
from the bottom. Vary the yarn 
texture, the width of the slot, and 
the distance between nails for diff- 
erent effects. 


8-29 Ojo de Dios over dowels, 
cotton swabs, popsicle sticks, and 
Tinker Toys. Tassels, feathers, 
beads, and shells are often used for 
adornment. 
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Procedure 


T 
2 
3. 


Knot the yarn around the first top nail. 

Move the yarn down and around the bottom nail. 

Bring the yarn up and around the second nail in a zigzag 
fashion. 

Continue warping until all the nails have been covered. 
Bring the yarn up around last bottom nail, and go around 
the top nail again. 

Wind the yarn back toward the left side of the loom, in a 
zigzag fashion, covering each nail twice. Continue winding 
over the nails until you are back at the starting nail. 
With a nail, crochet hook, or fingers, bring the bottom yarn 
strand over the top of the nail and off the nail to create a 
loop. Do this process on each nail to form the weave. 
The weaving will grow through the opening in the loom. 
Gently pull the weaving as it progresses to keep it even. 
Continue weaving until the desired length is reached. 
Bind off, carefully removing the weaving from nails. Bring 
the two sides together and use the overcast stitch to close 
them. Knot the last thread. 


OJO DE DIOS—MEXICAN GOD’S EYE 


Do you wish for some good luck, health, happiness, and good 


fortune? Traditionally, in Mexico, the sacred “Eye of God” 
decorative weavings are hung above doorways to protect and 
bring good luck to the household within. 


The original Sikuli prayer stick is diamond-shaped with a 


center eye. The tufts of yarn at the ends of the sticks represent 
clouds that will help to bring the rain. Tassels mean the wish 
for health and long life. The God’s eye always represents good, 


and a prayer to God for good health, good fortune, and good 
crops. 

In the 1950s New Mexico artists discovered the symbolic eye 
in Old Mexico. The artists brought the idea back with them and 
have enlarged upon it. Today many Southwestern weavers, 
including the women in the Navajo culture, practice this art. 

The craft is exciting and fun for all ages and easily learned. 
The designs can be as simple or as complex as desired. The yarn 
ornaments are delightful to look at and add gaiety to a class- 
room when they are suspended individually from the ceiling 
and turn like mobiles. Hang them on walls, in windows, in your 
hair, or around your neck for good luck. 


Supplies Needed 

yarns, string, threads or raffia (use up odds and ends of yarns) 

dowels, twigs, toothpicks, counting sticks, popsicle sticks, cot- 
ton swabs, Tinkertoy rods, stirrers or pencils (two the same 
size) 

glue 

SCISSOTS 


Procedure 

1. Cross two sticks together, so their arms are equidistant; tie 
the sticks together at the center. A touch of white glue or 
a rubber band will help keep the sticks together. Notch the 
sticks at their centers, if desired. 

2. Begin at the center joint and wrap the yarn back and forth 
over both arms to keep it firm. 

3. To start weaving, wrap the yarn once around one of the 
arms. 

4. Span the open area between the arms, and then wrap the 
yarn around the second arm. 

5. Span the area again to wrap the third arm, and continue to 
wrap the fourth arm. 

6. Continue this procedure. Do not cross over the previously 
laid yarns. 

7. For variety, wrap the yarn around an arm twice, leaving a 
wider space between the yarns before going on to the next 
dowel. 

8. The tension created by the wrapping will hold the sticks 
together. Try to keep the tensions even. 

9. To change color, knot a new yarn to old yarn on the under- 
side of the ojo. 

10. Another way to change color is to end a color on the same 
dowel on which you started (using a spot of white glue). 
Attach the new yarn to a different dowel by adding a spot 
of glue (on knot it on). 

11. Experiment by wrapping two colored yarns at one time. 

12. A beautiful design results by twisting two yarns together 
as you go. 
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8-30 Ojo de Dios. 


LS 
14. 


15. 
16. 
I7 


18. 


19. 


Vary the thicknesses of yarns. 

To backwrap, turn (reverse) the sticks and wrap them from 
the opposite side. This achieves a high and low relief, or 
sculptured effect. 

Larger dowels create a deeper front-to-back space. 

Try four sticks together for a more complex pattern. 
Add pom-poms, feathers, bells, and beads to the ends of 
the sticks. 

Experiment with new ways of crossing and adding sticks. 
Try the same procedure on an irregularly shaped tree 
branch. Combine several small eyes to form a giant weav- 
ing. 

For more complex designs, start with a long dowel and add 
cross sticks at varying angles; thus, when the wrapping is 
done, a more nearly three-dimensional sculpture is formed. 


One fourth-grade teacher decided to do this good-luck sym- 


bol as a project for Christmas gifts. She used Tinkertoys as 
centers, which were donated by some parents. Other parents 
helped cut the 4% -inch dowels to fit the Tinkertoy—to a length 


of about 5 inches. Gluing the dowels in with a glue gun went 
quickly. With some of the 25-cents gift money she had col- 
lected at the beginning of the year, she purchased ten skeins of 
yarn. The colors she chose were red, white, and black. This 
amount was adequate for twenty-five God’s eyes that measured 
eight sticks around, with stick lengths of about 11 inches. 
Another help was the common clip clothespin. This was used 
to hold the yarn in place and keep it from raveling whenever 
the students had to stop. 

Marking the dowels at 1-inch intervals with a pencil helped 
the students know when to change designs and colors. Running 
a small band of glue along the length of the dowel helped keep 
the yarns in place. 

Along with adding cheerful holiday gaiety to the classroom, 
twenty-five students and their parents were very pleased. The 
designs were very beautiful and varied, the students had ac- 
quired a weaving skill, and a traditional art form had been 
explored from another culture. 


Basket Weaving 


Basket weaving is one of the oldest crafts on the American 
continent. It is known that coiled baskets were made by the 
Anasazi people as early as a.D. 500. Today, the Hopi Indians of 
Northern Arizona, Anasazi descendants, continue to make 
beautifully decorated, traditional coiled baskets and plaques 
out of fat, round coils of grass sewn with split yucca fibers. 
Some grass is dyed with native vegetable dyes (wild tea and 
sunflower seeds). The bright colors used in plaques are dyed 
with aniline dyes. The harvesting and preparation of plant 
materials require great knowledge and skill. Many basket mak- 
ers travel long distances to find the most appropriate materials. 

Pima baskets have wheat bundles as foundations and are 
bound with willow, cottonwood, or mesquite bark. The black 
decorations are small coils made by using devil's claw, a cul- 
tivated desert plant. 

The Papago Indians of central Arizona are also noted for their 
basketry and use of the coiled technique. They use bear grass, 
young ocotillo stems, saquaro ribs, or straw bundles as the base, 
and sew with mesquite, yucca, and devil’s claw. The decoration 
is usually simple geometric designs. 

The Apache Indians produce coiled basketry for storage jars. 
They use three rods of willow or cottonwood and sew the coils 
together with splints of willow or cottonwood. Other rod bas- 
kets are sewn with split yucca leaves that are bleached to yel- 
low, green, and white. 

The Navajos produce a small number of baskets out of 
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8-31 Papago basket weavers. 
(Courtesy of Heard Museum, Phoe- 
nix, Arizona.) 


sumac. The baskets are primarily used for carrying, sifting, and 
washing grains. 

The most beautiful baskets are aesthetic blends of shape and 
decorative designs. Designs are sometimes traditional, handed 
down from mother to daughter; the geometric, figurative, or 
symbolic designs represent people, plants, or animals in the 
weaver’ s life. Decorations of stones, shells, and bird feathers are 
sometimes added to the surface. 

In Figure 8-31, Papago basket weavers produce baskets of 
fine craftsmanship, spending many hours perfecting their skill. 
As children, they learn how to gather, dye, and prepare the 
yucca leaves and devil’s claw plant. Plastic dishes hold water in 
which to soak the grasses to make them pliable. The tools are 
simple; a knife to cut and split the grasses, and an awl to make 


the holes. 


WEAVING RAG OR YARN BASKETS, PAPAGO 
STYLE 


Most Indian baskets are woven with reeds and grasses. In the 
classroom, young students can weave with substitute materials 
such as clothesline for warp and cloth rags string or yarn for 
weft, in order to understand the coil concept and to create 
easy-to-construct baskets. This coil technique is the basket- 
weaving procedure of the Papago Indians. 


Supplies Needed 

clothesline (try corn husks, jute, or rags as a warp variation) 
3⁄4 -inch strips 2 yards long of double-knit fabric in two colors 
(old skirts or pants will do) 

3-inch yarn needle with a 1/2-inch eye, or large darning needles 
yarn 


Ñ 
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Procedure 


T. 


Use old clothesline, jute, or heavy twine for the warp and 
the knit fabric or yarn for the weft (which slips into the 
needle’s eye for weaving). 


. If lengths longer than 2 yards are necessary, simply sew or 


knot more fabric strips or yarn together and add them on. 
(Start with a warp 2 yards long and a weft 1 yard long.) 
To begin, sew a fabric warp strip and a weft strip together. 
If yarn is used, simply begin coiling around the warp 
(clothesline) with the yarn until a small circle is completed. 
The coiled process begins with a flat circle, called the mat. 
Thread the weft strip into the needle. 

Working counterclockwise, continue coiling the weft 
around the warp until you go around the small circle. 


. For the second row, continue coiling around the warp, but 


sew the weft through each of the previous row coils until 
the circle is complete; or coil around the warp five times 
with the yarn warp. On the sixth coil, go around the previ- 
ous row as well. Continue with five more coils; the sixth 
going around the two warps together. Continue this proce- 
dure. 

Keep the weaving loose as you go. 

To shape the basket, add or decrease the warp strip and 
coils in subsequent rows. 

To begin shaping upward, hold the warp strip just out and 
a little on top rather than directly beside the previous row. 


. Continue up until you reach the desired width of the bas- 


ket. 


. Then bring the shape inward (a little narrower) as you 


proceed upward, by subtracting (or skipping loops) and 
tightening the warp until the desired shape is reached. Add 
colors and designs as you wish. 





8-32 The coil basket concept in 
yarn over plastic clothesline. A 
large-eyed plastic embroidery needle 


is used for weaving into holes. 
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8-33 Examples of macrame com- 
pleted by first- through sixth-grad- 
ers: belts, necklaces, key rings 
(which can be worn as necklaces) 
and snowflake ornament. The 
snowflake is begun from a I-inch 
curtain ring at tts center. 


12. To finish the basket, weave a few inches of weft inside 
several coils on the preceding warp. 


Macrame 


If you can tie a shoelace, you can do macrame. It looks com- 
plicated, but once you master the two basic knots—the square 
knot and the double half hitch—you will be amazed at your 
accomplishments. You soon will want to develop your own 
knot combinations. Macrame is a versatile handicraft, it is rela- 
tively inexpensive, and it can be carried about easily to be 
worked on anywhere. Teachers as well as children, even in the 
first grade, like this craftwork. With clear instructions, young 
students learn to manipulate the cords quickly and successfully. 
Starting with a simple project, such as key ring or neckpiece, the 
student will soon have fun discovering the many variations of 
the two knots and begin experimenting with imaginative de- 
signs. Before you know it, everyone in the class will be creating 
unusual and exciting macrame objects. 

Today, macrame is enjoying a broad revival. Enthusiasts all 
over the world are creating masterful handcrafted pieces, from 
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jewelry, to belts, to large sculptures and hangings. The craft 
appeals to people of all ages, and all enjoy producing items that 
are aesthetic as well as utilitarian. 


History of Macrame 


Macrame is an ancient handcraft that dates back to the Egyp- 
tians who used knots in their fishnets and fringes. The knots in 
jewelry, pottery, and clothing had religious or magical signifi- 
cance. The Greeks are known to have used these knots for 
recreation and in making slings for broken bones. Sailors have 
always done knotting and probably spread the art of macrame 
all over the world. They spent many hours creating knotted 
objects with which they decorated their ships and traded. The 
sailors’ work is often called McNamara’s lace, or square knot- 
ting. The Indians of northern California have evidence of mac- 
rame in their headdresses. During the Victorian era, European 
craftsmen used knots as a decoration on gowns and coats and 
even in household items such as bedspreads. 


8-34 Macrame belts, wall hang- 
ings, and necklaces. Butterfly loops, 
lower right, are held with rubber 
bands to keep the cords workable. 
Driftwood complements the textures 
and shapes of the yarn. Shells and 
beads are added. 
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8-35 An inventive macrame de- 
sign on a tennis racket. The handle 
is wrapped. Note the paper weaving 
in back. 


8-36 Fourth-graders learn mac- 
rame knots on a flat board. Knot- 
ting for projects can be done from 
the knees, a doorknob, a chair, a 
clothes hook, on the wall, or from a 
hook hanging from the ceiling. 
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The word macrame is derived from either a nineteeth-century 
Arabic term, migramah (meaning “veil”), or from the Turkish 
word for “towel,” magramah.” Both items were decorated with 
a knotted fringe. 


Macrame Supplies 


WORKING: CORDS 


Working cords can be purchased in hardware, grocery, 
hobby, weaving, leather, and dime stores. They include any 
material that can be knotted easily, does not stretch too much, 
and can be obtained in long lengths—such as jute and cotton 
cord. These cords are constructed from fibers that come from 
plants and animals (see pages 208-211). 

Acrylic rug yarns work well for some macrame articles, but 
they are too soft for large projects. Nylon, although it looks and 
feels silky and comes in a variety of weights from fishing line 
to heavy rope, does not hold the knots very well. The fiber is 
adequate when it is combined with cotton or wool, but it is 
difficult to work with for beginning students. If nylon us used, 
be sure to finish the ends off (as they will ravel) by either 
melting the end with a match flame or dipping it into nail 
polish. 


WORKING SURFACES 


To do macrame one needs any lightweight, rigid surface that 
will take pins (we like masking tape to hold the holding cords 
down): for instance, Styrofoam blocks; small, firm Styrofoam 





trays, such as meat trays; the bottoms of flat, sturdy cardboard 
boxes set upside down; clipboards; squared-off Celotex boards; 
three layers of cardboard taped together; wall board with taped 
edges; pillows; cork; and fabric bolts cut in half. The sailor's 
favorite knotting method is to tie a holding cord around the 
knee and macrame from it. 


Macrame Knots 


Supplies Needed 

decorative accessories (beads) 

a lightweight, rigid working surface 

masking tape 

rubber bands (string, or bobby pins to hold butterfly loops) 
tape measure or ruler 

T-pins 


working cords 


Procedure 


ie 


10. 


Er 


Cut the working cord eight times the finished length of the 
sampler to be macramed. 


. Fold each cord in half. This means that each working cord 


will be four times the finished length of the sampler. 
When demostrating the knots, tape the working cords to 
the chalkboard. 


. Use cords of two different colors. Because the two inside 


cords do not tie in a square knot, tape them down with 
masking tape. Leave the two outside cords loose to be 
worked. 


. Demostrate the “4” method of the square knot. (See Figure 


8-38.) Ask the students to follow as you move the cords. 
Wait for everyone to catch up. Neighbors can help each 
other. 
Instruct students to do half the square knot so that the 
twisted knotting appears. Complete about three half square 
knots. 


. Instruct students to do the rest of the square knot. Then 


have them complete three full square knots. Usually, they 
understand the knot by this method. 


. After making several of these knots, demostrate the alter- 


nating square knot. (See Figure 8-39.) 

Continue with a demostration of the double half hitch in 
the same manner. (See Figure 8—40.) 

The overhand knot can be used as a finishing knot after all 
the knotting is completed. (See Figure 8-41.) 

If desired, comb out the ends to make a soft fringe along 
the bottom of the piece. 
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248 12. After the students have mastered the basic knots, plan a 
simple sampler necklace or key chain. 

13. Encourage the students to develop further ideas, patterns, 
and sequences of knots. 

14. Display numerous good examples and illustrations to help 
clarify the processes. 

15. Artistic growth takes place when students learn to develop 
their own designs for pot slings, purses, belts, headbands, 
dog leash, wall hangings, and sculptures. 
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LARK’S HEAD KNOT (MOUNTING KNOT) 


Procedure 

1. Fold the cord in half and place the loop over the horizontal 
holding rod (wood dowel, wooden spoon, tree branch, or 
rope). (See Figure 8—34a and b.) 

2. Reach under the loop and bring the two loop ends down ` 
under the holding rod and through the loop. (See Figure 8-37 
C.) 

3. Pull down the two loose cords and tighten them comforta- 
bly. This attaches the cord to the holding rod. (See Figure 
8-37 d.) 


8-37 Larks head knot (mounting 
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SQUARE KNOT 


Procedure 

1. Bring the left cord over the two center cords. (See Figure 
8—38c.) 

2. Place this cord under the right cord, creating a “4.” (See 
Figure 8—38b.) 

3. Bring the right cord under the two anchor cords and up 
through the loop formed by the left cord. (See Figure 8—38 
c.) 

4. Pull and you have half the square knot. By repeating just this 
half knot, you produce a spiral. 

5. Bring the right cord over and to the left of the two anchor 
cords. (See Figure 8—38d.) 

6. Place the left cord over the right cord. (See Figure 8—38d.) 





8-38  Sguare knot. 


7. Bring the left cord under the anchors ənd up through the 
loop formed by the right cord. (See Figure 8—38e.) 

8. Pull gently and you have the completed knot. By making the 
knot tight or loose, a different visual effect is achieved. Re- 
peat the square knot several times. 


ALTERNATING SQUARE KNOT 


Procedure 
1. Make square knots across the row in the usual way. 


, 


8-39 Alternating square knot. 
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8-40 Clove hitch, or double half- 


hitch knot 


2. In the second row, /eave the first two cords, the square knot 


4. 


with two cords from each previous knot. Knot across the row 
with the regular four cords until the row is completed. Leave 
two cords at the end of the row. 

Do the third row as the first row, using the first four cords 
for the knot and complete the row. 

The fourth row is done as row number 2. Alternate rows for 
the alternating knot. (See Figure 8-39.) 


CLOVE HITCH, OR DOUBLE HALF-HITCH 
KNOT 


Procedure 


1. 
2i 





Attach the anchor cord. 
Attach the cords needed in a lark’s head knot around the 
anchor cord. l 


. Make a “4” by placing the first left cord on top of all the 


cords across the row. This cord then becomes the anchor 
cord around which each cord will be knotted in a horizontal 
row. Pin or hold this anchor cord faut Tie a small knot at the 
end of the cord to identify it and avoid confusion. 


. Bring the next cord under the anchor cord, loop it up over and 


around to the left and through the loop. Tighten the loop. 
This is half the knot. 


. The second half of the knot is made directly next to the first 


half. Bring the same knotting cord up and over the anchor 
cord, and loop around to the left and through the loop. 
Tighten the knot. 


. Push each knot next to the previous knot to achieve an even 


appearance. Pick up the next working cord. Continue the 
knots across the row. 


. This knot can be made horizontally, vertically, and diagon- 


ally by knotting around an anchor cord in the direction 
desired. 


. Vary the appearance of the knots by changing cords. 


Achieve patterns by changing the directions of the anchor 


cords; in this way crosses and V-patterns are achieved. (See 
Figure 8—40.) 


OVERHAND KNOT 


Procedure 

The overhand knot can best be understood by looking at the 
diagram, Figure 8—41. This knot is similar to the one used to tie 
one’s shoelace. 


WRAPPING PROCESS 


Procedure 

1. Form a long loop with the yarn as shown in Figure 8—42a. 
Place next to the cords to be wrapped. 

2. With one end, wrap around the cords several times as shown 
in Figure 8—42b. 

3. When at the top of the wrapping, place the end through the 
top of the loop as shown in Figure 8—42c. 

4. To finish, pull the bottom yarn end which pulls top yarn 
loop down into the wrapped section and tightens it as shown 
in Figure 8—42d. 


CIRCULAR MOUNTING 


Procedure 

1. To make a hanging pot sling or candleholder, begin from the 
bottom and work up. 

2. Place eight lark’s head knots on a plastic or metal ring that 
is 2 to 4 inches in diameter. 








8-41 Overhand knot (used as a 
finishing knot). 





8-42 Wrapping process. 


8-43 Circular mounting. 
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3. Work north, east, south, and west. 
4. Bring the cords around the pot and up to finish. 


Checkpoints 


1. Begin with simple projects requiring only a few cords. 
Experiment with a variety of knots, materials, and sizes. 

3. Remember which knot you just did and that, in the square 
knot, the two outside cords do the work. 

4. Keep the knots pulled evenly with equal pressure. Work 
the knots tightly; but for textural variation try working 
them loosely. 

5. Use an adequate working board. It should be long enough 
for the intended project, but not too large for small hands 
to hold. 

6. Add objects to the macrame as you knot, such as bells, clay 
and salt beads, bones, feathers, straw and grasses, and any 
interesting textural object. 

7. Combine macrame knotting procedures with weaving, 
stitchery, knitting, crocheting, and other fiber techniques. 

8. Work with a minimum of twelve cords for an alternating 
knot pattern. A three-dimensional sculptured form can be 
built up with just the double half-hitch knot. 

9. Use two or more colors in the macrame piece and watch the 
colors change as they travel through the knotting. 

10. When making a pot sling, knot all the end cords (which will 
be the top) in a large overhand knot; hook this on to a coat 
hook to hold it firmly and knot away. 
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Pottery and 
Modeling 


Craftspeople all over America and the world have revived the 
ancient art of hand-built ceramics. Children and adults alike 
take pride in creating and using hand-thrown or hand-built 
ceramic objects. 


Clay 


Clay, a material that is found all over the world, has served 
as both an aesthetic and utilitarian form of expression since 
the beginning of civilization. We are fortunate to have many 
excellent examples of pottery remaining from past cultures 
whose decorations and degree of sophistication in craftsman- 
ship tell us a great deal about the lives and customs of ancient 
peoples. The making of pottery dates back to the sixth or sev- 
enth millennia, B.c., during which time, in Europe and in 
Asia, food containers were made from pure clay earth and fired 
in the sun. 

Clay is dug from the earth. River beds, lakes, lagoons, and 
hilltops are all possible sources of clay. Dug clay can be worked 
for pottery if, when molded with the hands, no cracks appear 
on its surface. Clay is found in various grades of purity. Very 
coarse clay has a large amount of organic materials in it; the 
very purest clay has had most of the impurities removed. 

Clay is the name used for mineral substances that are mainly 
aluminous silicate. Impurities may range from iron (which adds 
yellow, brown, or red), lime, magnesia, free silica, and alkali. 
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9-1 Clay is an earth material 
that man reshapes for both 
utilitarian and aesthetic purposes. 
From lower left, clockwise: a clay 
stamp; a box made by carving into 
a solid form; a large mug made by 
a slab method; a pinch pot; a fun- 
ny face slab, coil and carved pot; 
and carved beads. 
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Carbonaceous matter gives clay a gray or black color—most 
clays are pure white. Clay is the remains of rocks that have 
broken up over millions of years, and the exact composition 
depends upon the rock from which it was formed. Clay is also 
formed from the fine rock powder that was created by the 
grinding of the glaciers. All clays are not alike and some are 
better for pottery and sculpture. The two basic features of clay 
are the degree of fine individual particles as well as the plasticity 
that permits the clay to be molded into the shapes it retains 
after drying. 

Clay is used in a moist form, but as it comes from the earth, 
it is sandy and sometimes rocklike. When clay is hard, it is 
ground and crushed for use. For thousands of years, man has 
devised ingenious ways of working with clay, and many of 
them are still used. 

The primitive potter probably made his bowl or jar by press- 
ing out the sides of a ball of clay. He may have used a rock to 
press into the ball for the basic form and then added coils for 
larger shapes. To make his pottery hard, the primitive potter 
probably placed it out in the open air to sun dry and bake. The 
potter’s wheel was first used in ancient cultures. The formation 
of clay from a ball into a pot shape by turning it on a wheel is 
a skilled technique and is aesthetically exciting to watch. Visit 
a craftperson’s studio to see a pot “thrown” on a wheel. 


Clay for Classroom Use 


Commercial clay in reaady-mixed moist form, usually in 25- 
pound bags, is the most convenient for classroom use. If moist 
clay is not available, mix 25 pounds of dry clay with about 3 
to 4 quarts of water and keep it in an airtight container such as 
a galvanized garbage can or plastic bucket. Dry clay comes in 
cans. Add 2 inches of water to the can and sift the clay into the 
water until the top of the clay is covered. Use a strong stick for 
mixing and stir until it is well mixed. If the mixture is too wet, 
add more dry clay and continue to stir. Check the consistency, 
as the dry powder absorbs the water. After a few days, the 
mixture will be right for working. Keep it covered tightly and 
store it for later use. 

The following discussion applies to beginning students 
working with clay. For more advanced procedures, refer to the 
many sources listed in the references at the end of this chapter. 


DISCOVER WHAT CLAY CAN DO 


Clay is an exciting manipulative experience. All grade levels 
like working with it. It is a material that requires experimenta- 
tion as well as skills and skill development. It is a direct avenue 
for self-expression and self-discovery; it is an earth material, 
easily worked and changed. Many schools provide the supplies 
and equipment necessary for clay projects. Its popularity in 
childhood and adulthood can be seen by the many clay en- 
thusiasts who practice their craft. You can bring the wonder of 
past civilizations and how they explored clay properties into 
your classroom. Now you, too, can learn about and discover the 
possibilities inherent in this media. 

Play with the clay. Before you start to make things out of 
clay, experiment to discover its many possibilities. The first 
time you touch clay, you will find that it’s not what it looks like. 
It is cold and wet and leaves dust on your hand as it dries. It 
easily finds its way on to your clothes and soon is in your mouth 
and eyes. Think about what clay feels like. What does it make 





9-2 From the left: rolling clay 
with a dowel, and a coil pot; cut- 
ting out a clay shape from a slab; 
modeling the clay and draping it 
over a plastic bottle; and making 
beads over a straw. 
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you think of? What is its texture? Does it remind you of build- 
ing in the sand? Push it, pull it, squeeze it, paddle it, bend it, 
roll it, flatten it, cut out shapes from it, and imprint forms into 
it. Clay is pliable; it is a very different experience from working 
with metal. 

Students and craftspeople alike produce aesthetically pleas- 
ing clay forms for use and enjoyment. Much emphasis is placed 
on beautiful forms, interesting textures, and exciting glazes and 
finishes. Artists and students also use clay as a material for use 
in sculpture. From very small items (such as beads) to large 
objects (such‘as sculptures and architectural murals), the only 
limit is the size of the kiln that fires the clay to harden it. Very 
often, finished forms are stacked on top of forms to build mas- 
sive clay structures. 


WORKING WITH CLAY 


1. As with all materials, discovery is the first step. Learn about 
the possibilities of clay by handling the material. 

2. Work the surfaces and form textures by scratching, carving, 
and painting. 

3. Work with your nails, fingers, sticks, wire, sponges, string, 
and kitchen utensils—anything that invites exploration. 

4. If the clay is too wet, it will stick to the hands, but when it 
dries, it can be rubbed off easily.. 

5. If the clay is difficult to work, it needs more water and 
kneading. 

6. Explore the clay’s suppleness and manipulative possibilities. 


Clay Terms 


1. Bisque is an unglazed ware that has been fired once. Before 
clay is fired, it can be remixed with water to make it usable. 
Once it is fired over 500°F., the water evaporates and the 
clay can no longer be softened. 

2. Drying a piece should be done as slowly and as evenly as 
possible. Leave it in a damp closet or cover the object 
loosely with paper toweling or plastic wrap. Larger pieces 
should be covered with a slightly moist cloth or paper 
towel. If the piece dries unevenly, uneven shrinking will 
occur and there may be warping or breaking. Two pieces 
that are joined during the forming must contain the same 
moisture content or they will separate during drying. In 
hand-built forms, all the wall thicknesses must be kept the 
same and this will help in the drying. If there are uneven 


9-3 Greenware examples ready to 


be fired. 





thicknesses, uneven drying occurs and very often separat- 
ing cracks will develop. 

3. Fired clay has been fired in a kiln to its maturing temperature. 
Different clays require different firing temperatures. 

4. Greenware is a clay shape that has all the water dried out of 
it, but has not yet been fired. It is very fragile. 

5. Hollowing out an animal or figure shape that has been mod- 
eled from a form in a solid piece of clay is done after the 9-4 Kneading the clay on a plas- 
piece becomes leather hard on the outside. Then the piece “r s“rjace. 
is turned upside down and the inside is scooped out with 
a spoon or clay tool, leaving the walls of the object an even 
thickness (about 1 inch). Be sure to scratch the student's 
name on the bottom of the piece. 

6. Joining is the same whether for slab, coil, pinched, or mod- 
eled clay forms. Roughen the two surfaces to be joined with 
tools or fingernails. Moisten both surfaces with water or a 
thinned-out liquid clay called slip. Press the two surfaces 
firmly together. Smooth down the outside of the joint if 
desired. Leaving the joint visible adds interesting patterns. 

7. Kneading or wedging the clay, which is mostly decomposed 
granite that has broken down over millions of years, must 
be done for good workability. The clay should be smooth 
and free from air bubbles. Start with a ball the size of your 
palm. Cut the clay in half with a wire or knife and slam the 
two halves together on a board (or on a Formica tabletop, 
plaster bat, or piece of canvas or linoleum—any surface will A . 
do that is not too absorbent). Then knead the clay as you 
would bread dough by pushing, pressing, doing a double- 
over, and rolling the clay. Do this fifteen times or until there j et 
are no more air bubbles when the wire is passed through. i 
Then the clay is ready for working. | _ 

8. Leather hard is a stage during the drying (after about 2 hours). ol = 








The clay is still moist at this point, but it is rigid and no 
longer plastic. It can now be carved easily, but if you were 
to move the form, it might break. The clay can now be 
carved with a tool, cut with a knife, and smoothed with a 
scraper. It is during the leather-hard stage that we often see 
potters use a wire to cut through the base of the object to 
loosen it from the working surface. 

9. Preparing clay that has been cut into sections by drawing 
a thin wire or knife through it means to divide the clay 
in balls or blocks for the ready use of the class. Provide 
each student with a damp cloth with which to wrap his 
clay object and a board that is nonabsorbent (piece of 
Masonite). Use a plastic bag to cover the piece for slow 
drying. 

10. Slips are clays mixed with water until they become a liquid 
form the consistency of cream. Slips are used in joining. 
They are also used as various colors for decoration on pot- 

9-5 Pottery can be made by tery. The slip is added to the surface of an object when the 

‘throwing on a wheel. Note the greenware is dry and before firing. Slips can be applied by 

position of the hands as this stu- ET OA . tate ‘Mie a 

painting, dipping, pouring, stenciling, dripping, or trailing. 


dent builts up the wall lin- 
‘iy adi cand i The slip can be applied to the surface and then scratched 


alel. through to reveal the clay color underneath. This process is 
called sgrafito. Early potters used this method of decoration 
and students still do. 

11. Serafito is a term from the Italian word that means to 
“scratch through.” This is done by incising or scratching a 
design through a colored slip coating (or glaze) that then 
reveals the undersurface—either the clay body or an under- 
glaze. 

12. Sponges are used to add small amounts of water. They are 
also used to remove excess water from inside bowl forms. 

13. Shrinkage occurs when clay dries. It shrinks again when it is 
fired. The original shape should always be made slightly 
larger than the desired finished piece. Different clays shrink 
differently. Some will shrink up to 20 percent in size after 
firing. 





14. Templates are paper patterns, most commonly used to cut 
slabs for box forms. 

15. Throwing is the process of shaping clay as it rotates on a 
potter's wheel. (See Figure 9-5.) 

16. Tiles must be dried without warping. Dry them slowly on 
a piece of cloth. Remove some slices of clay from the back 
of the tiles before placing them out to dry. 


Clay Textures and Finishes 


One of the desirable characteristics of clay is its malleability. 
Shaping is the first step of the procedure. After forming, surface 


texturing can add aesthetic qualities to the clay piece. Texturing 
can be accomplished in these ways: 


1. Press into the clay with sticks, fingernails, and pencils, or 
with any sharp or blunt tool. Use a simple ruler on the sides 
or edges to produce repeated patterns. Anything and every- 
thing can be used as a texturing tool. 

2. Pat the clay with a spoon, stick, or tools for a softer effect. 
Use found objects to invent patterns. 

3. Scratch a design into the clay with nails and tools. 

4. Carve your own stamp from wet clay. Fire it, and use it as 
a stamp on other clay forms. 

5. Or, make a stamp out of plaster. Mix 1 cup of plaster with 
1 cup of water in a tin can or paper cup. Squeeze out all the 
lumps. When the plaster is hard, tear away the cup. Scratch 
and carve a design into the hardened end of the plaster with 
tools or a blunt knife. (Carve plaster just after it hardens for 
easier carving, complete the carving after a few hours when 
the plaster is very hard.) Carve the design about 3/8-inch 
deep into the plaster so it will leave an impression when it 
is pressed into the clay. Geometric designs, initials, and faces 
all make pleasing stamps. 

6. Press cloth against the clay, such as burlap, for textural 
effects. 

7. Add coils, buttons, and other shapes to the surface of the 
form. Score and join it as described, but lightly pat the 
smaller form to the larger form, making sure that the pieces 
are joined securely. 


When all the forms are leather hard, remove them to newspa- 
per or paper toweling to ensure even drying. Keep a sponge and 
water bowl handy to moisten the clay if it develops small 
cracks. Keep any remaining working clay in plastic bags to 
prevent it from drying out. Finishing procedures can be done 
now. Remove any unwanted edges with a wire or knife, smooth 
the bottom and sides, and add forms, such as handles to pots. 
Relief-carving, piercing, impressing textures, adding orna- 
ments, and polishing greenware with a smooth object such as 
a stone are done now. When the clay is all dry, it is called 
bone-dry greenware and is ready for firing. 


Hand Building 


The three basic methods of hand building are the hand or 
pinched form (ball of clay), slab construction, and coils of clay. 
Using these three procedures, practice on a flat, square piece of 
clay, 6 X 6 inches, to make a tile. Give texture to the tile by 
incising, adding, scratching, carving, or painting with slip. 
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9-6 Pinch pot on a Masonite 
board. 
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HAND OR PINCH METHOD 


The pinch method is the simplest way to work clay. (See 
Figure 9—6.) 


Procedure 

1. Whether making a simple pot or beginning an animal or 
other small sculpture, start by rolling a hand-sized ball of 
clay between your palms. 

2. Push down into the center of the ball of clay with both 
thumbs. 

3. Slowly force the thumbs out and begin to deepen and en- 
large the hole the thumbs have made. 

4. Gently pinch and rotate the ball to build out an even wall 
of clay. 

5. As it turns, the ball will become enlarged and the surfaces 
smoothed, creating an interesting rounded shape. 

6. Or form a ball shape by indenting your elbows into the clay 
or by using rocks to press in rounded shapes. 

7. The very youngest student will enjoy creating simple “pot- 
tery” in this way. The method also can be used to make small 
sculptures by combining many pinched forms that are joined 
and built up and out. 


Modeled forms are begun this way. To this beginning, the 
student manipulates the clay by pushing, pulling, bending, and 
indenting it to his own requirements. The final form can emerge 
from this one clay mass, but if other forms are to be added, the 
joining process should be used. 

Students will soon learn that large, heavy-bodied forms need 
thick, strong leg forms for support. Detailing, texturing, and 
modeling for more complex objects can be done with simple 
tools, such as nails, bobby pins, and twigs. Because the clay 
material is so easily manipulated, encourage students to create 
action figures and animals in poses that suggest movement, 








such as dancing and bending. Be sure to carve out the insides 
of leather-hard figures if the figures are large and the clay is 
thick. Encourage students to invent whimsical sculptures by 
combining unusual shapes and forms—such as monsters with 
happy faces, or fat hippopotamus bodies and rabbit heads—and 
even to do self-portraits. Part of the fun of clay is the many 
surprise forms that emerge. (See Clay Sculpture, pages 271- 
273.) 





SLAB CONSTRUCTION 


Slab clay construction is begun by rolling out clay as if it were Pa s 
pie dough. (See figure 9-7.) Le > 


Supplies Needed 


wire, 2 feet long attached to a small piece of wood at each end, 


or a knife 9-7 Building a slab pot. Surface 
rolling pin, a length of dowel 2 inches in diameter, or a bottle texture is achieved with the file in 
cloth (canvas, old sheeting, oil cloth, or burlap) the student s right hand. (Courtesy 


Eulers Or sticks of Perry Wray.) 


Formica tabletops or plastic sheeting 

bowl of water (one plastic container for each table is fine) 
a small bowl for slip 

sponges and soft brushes for applying slip 

stick, nail, or old paring knives 

scissors or incising tools, rulers, and sandpaper 

pencils, forks, and other tools for giving texture to surfaces 
newspaper to support forms as the clay dries 

sinks and small Masonite boards for storing projects 

kiln 

glazes 

paints and felt-tip pens 


Procedure 

1. On a flat surface, roll out the clay with a wood dowel until 
the clay is even in thickness, about 1⁄ inch. (Roll the clay in 
between two rulers or flat sticks to achieve an even thick- 
ness.) 

2. Now let your imagination dictate the form. Some possible 
projects are creating boxes, flower holders, mirror frames, 
dishes, tiles, and molding over forms. Incorporate the fol- 
lowing procedures. 


DRAPE MOLD 


Anything can become a mold, and clay slabs can be draped Pottery and Modeling 


over all flat or rounded surfaces. (See figure 9-8.) 203 
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9-8 Draping clay over a rock 
mold. (Courtesy of Perry Wray.) 


Procedure 


L. 
2 
O. 


Roll out a ball of clay until it is about 1⁄4 -to Y%-inch thick. 
Cut out the outside forms with a knife or stick. 

A circle can become a pot. Use a bowl, a river rock, or an 
inverted quart jar as a mold. 

Place a cloth, plastic wrap, or waxed paper over the inverted 
mold to prevent the clay from sticking. (Or use the inside of 
a bowl as a mold.) Make sure that the clay slab you use is 
large enough to cover the mold. 

Drape the clay slab over (or inside) the mold and gently press 
and form it to the mold. Be sure that the mold you use has 
a flared edge and no undercuts, so the clay can be removed 
when it is leather dry. 

Be sure to remove the clay after a few hours when it is 
leather hard and safe to handle. 

Decorate and press in designs with tools and fingers while 
the clay is leather hard. Finish with a scraper, and sponge 
the clay smooth with water where a smooth texture is de- . 
sired. 

Add footings for handles to bowls and pottery if needed. 
Flat dishes can also be made this way. 


Large, irregularly shaped rocks are interesting forms to use as 


molds. Amusing animals can be built this way. To make a 
complete sphere, do one half at a time. Invert the rock and lay 
the clay on the other half. Join the edges with slip when the two 
halves are leather hard. Smooth over the joined seam. Try mak- 
ing clay eggs over stones or over plastic egg forms. Incise, carve, 
and decorate them. 


FLAT FIGURES 


Miniature environments filled with interesting people can be 


created with these clay figures. Build towns and castles. 





Procedure 

1. Begin with a hand-sized ball of clay. Roll it out toa 1⁄4 -inch 
thickness. 

2. If the clay is rolled over a burlap or other cloth surface, it 
will pick up the texture of the cloth. 

3. If a cookie cutter is being used, grease and push the cutter 
all the way through the clay to the cloth. Use a knife or 
pointed stick to cut out your own original figure shapes. 

4. Remove the cutter and lift out the figure; if it sticks, gently 
shake or push it out. 

5. Add individual characteristics such as clothes and facial 
features. 

6. Incise the figure with tools and add clay pieces with slip. 

7. Place it aside for 20 minutes to dry leather hard. 

8. Then carefully bend the arms, legs, and waist to add action 
and more character. 

9. Build environments for the clay people to stand on; place 





these action figures “at the beach,” for example. 9-9 Family environments are the 
10. Wadded up newspaper and cardboard supports help the inspiration for these miniature clay 
figures and forms take shape as the clay dries hard. sculptures. The flat, cut-out fgures 


have hair that was formed by 


ii. Fire the clay. pushing clay through a garlic press. 


i2. Glaze or paint the clay with tempera or felt-tip pens. 


Invent and build birds, animals, flowers, butterflies, houses, 
and cars using the preceding process. 


FLOWER HOLDERS 


Procedure 

1. Roll out a flat diamond shape, about 8 inches long. 
Cut off the point of one layer. 9-10 Flower holder with a tex- 
Fold it in half. tured surface. 
Pinch and seal the edges of the sides together. 
Inscribe a design on the surface. 
Place a hole in the remaining point for hanging. 
Insert crushed newspaper into the pocket of the clay to hold 
the hole open while it is drying. 

8. Add clay decorations (flowers or insects, for example) to the 

basic shape with slip. 

9. Fire the clay. 

10. Use this as a wall hanging and add cloth flowers. 


ee ee 


MORE POT ARMATURES 


Use plastic bottles for slab-construction armatures; build the 
clay up around bottles and remove it when it is leather hard. 





Join the seams. Fill paper bags with crumpled newspaper or a 


266 


Crafts for the Classroom 


9-11 “Happy Hippos” by Judy 
Smith displays the combined tech- 
niques of throwing, pinching, coil- 
ing, and modeling. Surface textures 
were achieved by pressing burlap 
and tree bark into the clay. 
(Courtesy of Shop of Art, Tempe, 


Arizona.) 


wad of newspaper and tape them together for clay armatures. 

Use blown up balloons as basic molds for pottery shapes. 
Also experiment with other forms by making tall cylinder pots 
from cut slabs that have been joined (stuff them with newspa- 
per). Use different-sized balloons to nvake various sized forms 
for slabs and build large sculptured forms. Or use small bal- 
loons and drape many slab shapes over them and build these 
shapes into a sculpture. 


COMBINING METHODS 


Now try combining different building methods, such as slab 
with coil or pinch. Remember to stuff the inside of all shapes 
with paper while they are drying to hold the shapes open. 

Sometimes it helps to make paper templates first. After cut- 
ting out a paper design, lay it out flat on the clay and cut around 
the shape with a paring knife. This will aid you in building. 
irregular shapes as well as boxes. Score, pinch, and slip the 
edges together. When building box shapes, it helps to place 
coils along the inside corners and smooth them. This provides 
added strength. After the clay is leather hard, scrape and finish 
the edges and bottom. A lid should be made at the same time 
to ensure matching measurements, if one is desired, as the clay 
will shrink as it dries. Follow the pattern, or template, press a 
coil on the underside of the lid to fit inside the box rim. Add 
top handles or a knob to hold the lid. Place it aside to dry. Add 
textures and decorations. Dry and fire the clay. 


CLAY DISHES 


Procedure 
1. Roll out a 12-inch slab. Cut out a dish shape. 





2. Carefully cut out a center ring, leaving a frame edge of about 
2 inches. 

3. Lift the center out. The secret here is to gently pat around 
the outside perimeter of the center ring, thus enlarging and 
extending the size of the original center. 

4. Bring the cut center ring back and place it under the circle 
frame. Be sure to score it and use slip to rejoin it. 

5. Press the ring into place. 

6. Place newspaper or cloth rags under the dish to give added 
support under the outside rim. 

7. Decorate the dish with clay buttons, flowers, or painted slip. 
(A mirror frame is done this way, by gluing in a center mirror 
in place of the center ring.) 


HANDMADE TILES 


Clay tiles can be carved, stamped, and pressed. The tiles 
remind us of Summerian writing, an ancient language, which 
was pressed into clay tablets. (See Lettering pages 410-411.) 


Procedure 

1. Roll the clay out into a slab about %-inch thick. 

2. Carve and press designs into the tiles. 

3. Plan tiles as individual units, or cut them up like a jigsaw 


puzzle. 9-12 Carved, stamped, and 
pressed clay tiles are combined. 
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4. Let them dry slowly and thoroughly—this takes about 1 
week if they are covered. 

5. Cut strips of clay from the tile back (in an X shape) to 
prevent warping. 

6. Lay the tiles out on cavas to dry and cover them with a 
weight the first night. 

7. Let them dry, and then fire and decorate them. 


COIL METHOD (INDIAN POTTERY): AN 
ANCIENT PROCESS 


Pottery craft in the Southwestern United States, where 
broken relics have been unearthed at architectural digs in New 
Mexico and Arizona, dates back to 200 B.c. Pottery making is 
thought to have developed after fiber weaving, as pottery was 
used to line woven baskets. The pots were mainly functional: 
food containers, cooking ware, and ceremonial dishes. The 
motifs decorating the pots are of other-world spirits and geo- 
metric patterns. These designs are traditional for the ceramic 
craft. The ancient technique of coil building is still practiced in 
the same manner, and the traditional masterful creations are 
today acclaimed as works of art. (See Color Figure 10.) 

Most Pueblo craftsmen, for example, dig their clay from an- 
cient quarries. At the Gila River Reservation in central Arizona 
there are many earth sources, such as a dry river bed, where the 
earth has been pulverized to the proper consistency, and a rocky 
hillside. In both cases, one digs under the top earth layer. 
Screens are used to sift the clay to remove organic impurities. 
The clay is brought to the working area and moistened to the 
proper consistency. Often, mesquite ash—a native desert tree 
—is added to the clay much as one would add flour to pie 
dough. This heips prevent the clay from cracking during firing. 

Indian artisans keep their hands wet as they build with the 
clay. To make a traditional pueblo pot, the clay is shaped first 
into a palm-sized pancake for the base. An old inverted clay pot 
bottom is used as a mold to shape the base, thus forming a 
rounded bottom. The clay is then patted with a paddle, turned, 
spread, and thinned into an even shape. The paddle is hand 
carved from palo verde or mesquite, both desert trees. This is 
allowed to harden slightly for 4% hour. Then a fiber ring (this 
doughnut shape is made of rags twisted to form a circle) is 
placed on top of the clay pancake and the whole thing is turned 
right side up so that the pancake nestles inside the ring form. 
The clay pot mold is removed, and the coil building begins. The 
uniform coils are rolled either in the palm or on a tabletop to 
look like sausages that are 1 inch in diameter. The coil is the 
right size to cover the base shape. The surfaces of the coil and 
the cake shape are scored and dampened with slip; the coil is 
put into its place; and the fingers gently press, smooth, and rub 





the outside and inside surfaces until the coil is interlocked and 
is no longer visible. One hand places support against the oppo- 
site hand, on the inside and the outside of the coil to prevent 
sagging. Additional coils are added. The larger the diameter of 
a coil, the larger the pot size will grow. If the diameters of the 
coils grow narrower, the shape of the pot will move inward. In 
this way, it is possible to change a pots contour. Some Indians 
use gourds to further smooth the coils; others use a paddle or 
a prized river pebble that has been passed from generation to 
generation of potters. As the shape of the pot changes and 
moves inward to outward, it is allowed to dry and harden 
slightly so it does not collapse. The pottery is then set aside in 
the shade to dry for two days. Hopefully, there will be few, if 
any, cracks. Then the pot surface is dampened with a cloth and 
a scraper—a knife, bone, or flint chip—is used to smooth the 
outside surface. If any holes or cracks appear, they are filled 
with wet clay and rubbed with a stone or a dry corncob. The 
pot is wiped with a damp cloth and is ready for carving or 
decorating with slip. Some Pueblo potters wet the pot with slip 
and then polish the surface to a high, glossy smoothness by 
rubbing it with a prized stone or pebble for many hours. 

If the pot is to be finished with painted symbols, the crafts- 
man executes the finished decoration freehand, painting with 
eyeball precision. No mistakes are allowed. The red, yellow, 
and brown slips are made from manganese and iron oxides. 
Black is made from the Rocky Mountain bee plant. [he Hopi 
Indians still paint their pottery with vegetable and mineral col- 
ors made from ground-up minerals and plant juices. The tool 
used is either a stick, feather, or, commonly, a yucca leaf whose 
end has been chewed and shaped and whose fibers have been 
cut to a desired size. 

In firing pottery outside, conditions must be perfect or else 
the pot may crack. There must be no wind. A shallow hole is 
dug in the ground and rocks are placed into the hole. A fire is 


9-13 The study of Hopi Indian 

pottery was the motivation for this 
clay project. The students construct- 
ed coil pots, fred them, and applied 
original designs with acrylic paints. 


9-14 for a traditional Indian 
firing, a hole is dug and wood, 
rocks, fuel slabs, and pots are 
stacked inside the tin wall. More 
wood is added to the outside, as 
shown; tin and wood are used to 
cover the top, and the firing is 
ready to begin. 
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9-15 This coil dish was built in- 
side a plastic dish lined with plas- 
fic wrap. 


allowed to burn down to the wood coals. Prehistoric potters 
used wood for fuel, but today manure slabs, a slower burning 
fuel, are stacked below and around the pots and burned. 

Large jars are fired separately. Small jars are placed upside 
down on tope of rocks over the coals. Cans or a metal grill are 
sometimes used. More manure slabs are placed over the pots as 
well as a sheet of tin or galvanized iron to prevent staining and 
to keep an even fire. Twigs are stacked against and on top of 
the tin. Then the fire is made and the pot is fired. The firing can 
take from 30 minutes to 2 hours, averaging a temperature of 
1,300°F. The potter removes a pot when he thinks it is ready, 
or lets it remain in the ashes to cool slowly. After the pot has 
been removed and has cooled, it is rubbed lightly with a greasy 
cloth to give it a shiny finish. As these pots are not glazed, they 
are never completely waterproof. If a pot has been fired cor- 
rectly, it will ring like a bell when it is tapped. 


COIL BOWLS 


To create a coil bowl is an introduction to clay pottery and 
our Indian heritage. 


Supplies Needed 

clay 

small bowls (glass, plastic, and pottery all work well) 
burlap or other cloth scraps or plastic wrap 


Procedure 
1. If plastic, glass, or pottery bowls are to be used as molds, line 





them first with cloth to prevent any clay from sticking and 
cracking during drying. 

2. Roll an 18-inch coil to about the thickness of your little 
finger. 

3. Form the coil into a spiral shape and lay this on the bottom 
of the bowl. 

4. Roll out these 12-inch coils as you need them. Place them 
around and up the sides of the bowl, allowing each spiral to 
touch. 

5. Place marbles and buttons of clay in gaps where they are 
needed. Add other shapes where desired. 

6. Carefully and gently smooth the inside of the bowl, if 
desired, so the spirals do not show. Too much pressure will 
spoil the coil design on the outside of the bowl. Add clay 
where it is needed so that the coils are blended together. A 
pot may crack during drying and firing if there is not a 
smooth surface inside the bowl. 

7. Let the bowl dry until it easily slips out from the bowl. Let 
it dry completely and then fire and finish it. 

8. Larger bowls can be made by using larger coils, up to 2 inches 
in diameter, and by using larger bowls and many coils. Note: 
Coils can also be made by rolling out a slab of clay and then 
cutting ribbonlike coils for building. 


Build free-form shapes using the coil method. Leave open 
designs and let the coils curl and move back and forth. Smooth 
the coils together where they touch on the inside. After the 
form is built up a few inches, let the clay harden for a short time 
until it is firm enough for you to continue with the coil building. 
Add coils until the design is finished. For beginners, pots should 
be kept under 8 inches high. Add buttons, beads, and other clay 
decorations where desired. Let the clay dry. 


Clay Sculpture 


The young child begins to sculpt with sand and mud. Rolling 
mud into snakes, pancakes, free forms, and balls starts the child 
thinking in terms of structuring the material. The balls soon 
take shape as snowmen do and, with many opportunities for 
working, the child begins to invent new forms and develop 
expressive sculptures. The early motor abilities of a child are 
very different from those of an adult. But each level of ability 
permits certain degrees of expression. The snake for a four- 
year-old is as significant a developmental step as a sculptured 
head is for an adult. 

Clay sculpture is as old as clay itself. Today, artists like clay 
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9-16 Sculpting in clay encour- 
ages the creative potential of each 


child. 


I ps 





for sculpting as it takes form quickly and can be altered easily 
during the process. Aesthetic growth occurs, and ideas and 
skills improve as opportunities for practice with the material are 
given. The teacher should provide many working hours with 
the clay, talk about clay sculptors, discuss forms, and look at 
and touch clay sculptures. Subjects for working in clay can be 
action figures, heads, animals, monsters, insects, cars, birds, and 
free-form shapes. 
The three basic techniques of sculpting with clay are: 


1. The additive method: building up the clay with simple 


shapes. 


2. Ihe subtractive method: starting with a large shape of clay 


and carving away clay to form the design. 


3. Bas relief: working with a flat piece of clay (such as a 2-inch 


slab) and adding designs by using the two preceding meth- 
ods. 


Procedure 

1. Start with a palm-sized ball of clay. Work on a surface such 
as a piece of Masonite. Shape sculpted forms by building 
them up or carving them away. Zoo animals, pets at home, 
people of many lands, living things, dishes, foods, cups, 
flowers, and nature forms all provide subjects for clay sculp- 
ture. Imaginary and homorous ideas are fun, too: such as 
moon creatures and invented insects and animals. 

2. Emphasize ways of joining clay shapes together. There is 
nothing so discouraging as having a leg fall off of a sculpted 
clay figure during the firing. If the pieces of clay are joined 
properly (even the youngest can learn to do this well), all 
problems of this kind can be avoided. 


3. When sculptures are textured and finished, let the forms dry 
under a loose plastic cover. Drying-out time varies, depend- 
ing on the thickness of the clay pieces and the humidity in 
the air. 

4. When the piece is leather hard, after a couple of days, 
remove it from the base surface. Invert the clay form and 
hold it gently. With a spoon or clay-sculpting tool, carefully 
carve out the inside of the form, leaving the walls of the 
piece about 1⁄- to 1-inch thick. If the piece is a large one, the 
supporting walls should be thicker. Do not make the walls 
too thin or too thick. The reason for carving out the excess 
clay is so that there will not be any chance of air bubbles 
being trapped inside the form to cause it to explode during 
the firing process. 

5. Continue to dry the piece under plastic until the forms are 
completely dry (usually about a week). 

6. When sculpting a bas-relief panel, be sure to score the back 
side of the slab to prevent the clay from warping during 
drying. Do not allow clay shapes to protrude more than 4 
inch. If there is not a high-relief built on the slab, place the 
slab under a weight overnight to dry it and prevent warping. 


Decorating and Finishing Techniques 


There are several possible methods of finishing clay forms. 
Some are very simple to follow and are desirable when there is 
no kiln available; others require some basic glazing materials 
with the use of a kiln. 


GLAZES 


Glazing is firing the clay a second time with a form of glass 
(a silica with added oxides for color). Glazes are available com- 
mercially in dry or moist form. If purchased dry, mix the glaze 
in jars as it is needed. Many commercial glazes are available; the 
choice depends on your colors, the clay used, and the firing 
range of the kiln. A glaze is a liquid coating whose special glass 
seals the surface of the clay so that it becomes nonporous and, 
thus, waterproof. Be sure that no glaze is on the bottom of the 
object or the object will stick to the kiln during the firing. 


Dipping 
Dipping is the simplest method of glazing. The clay object is 
dipped into the colored glaze (contained in a plastic bucket). 
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Usually, the object is held at an angle and is partially placed into 
the glaze; this leaves some of the areas of the object uncolored, 
creating a design. Do not let the glaze become too thick, and 
touch up any missed spots with a brush. The designs formed are 
free flowing in effect. 


Pouring 

Pour the colored glaze over and around the object. Pour 
quickly, or the glaze will become too thick; the correct thickness 
of the glaze is that of a playing card. If the glaze becomes too 
thick, it will crack or lump during the firing. In order to coat the 
inside of a pot, pour the glaze into the pot until the pot is one 
third full. Rotate the pot and pour out the glaze, working as 
quickly as possible to avoid forming a heavy coating of glaze. 


Brushing 

With a wide, soft brush apply coats of glaze in varying direc- 
tions to achieve an even application. Brush-on designs include 
bands of color as well as geometric and free-form designs. The 
use of small brushes on the last coat of glaze will create thin 
decorative designs. A turntable will rotate the pot to produce 
even bands and other patterns. 

Alternate procedures for glazing include brushing hot wax 
(or crayons or candles) on a piece and then dipping it into a 
glaze for a wax-resist design; appaing glazes through a stencil; 
and spraying on glazes. 


DECORATING BISQUE CLAY 


After one firing, follow these methods in place of glazing. 


Procedure 

1. Spray paint clay with a favorite color such as gold, silver, or 
fluorescent colors. 

2. Polish the clay with a clear paste wax or with a cloth and 
colored shoe polish. 

3. Rub bisque ware with cloth and wood stains or diluted oil 
paints. 

4. Brush on diluted watercolor, tempera, or acrylic paints. One 
of our favorite finishes is a brushed-on thin brown tempera 
wash. Add a little white glue or clear latex paint to the 
tempera paint for permanence, or cover the clay with spray 
plastic. 

5. Draw on a wax-resist design with crayons or candles, and 
then dip the object into the paint. 

6. Draw designs on clay with felt-tip pens for colorful details. 
Finish with a clear plastic spray finish. 

7. Paint clay objects with acrylic paints. 


Firing Clay 


THE KILN 


To make clay hard, it must be fired at a sufficiently high 
temperature. The first hard firing is called a bisque firing. The 
second firing fuses a glass glaze to the clay and is called a glaze 
firing. Some clays require a high firing temperature, whereas 
others require a low firing temperature. The same is true of 
glazes—some are high and some are low-fire. Some kilns can 
only fire low-fire clays and glazes. 

A great many kilns are available commercially. If you have 
a potter friend who can assist you, you may want to try building 
your own kiln with firebricks. Most teachers will want to begin 
with small commercial kilns, which usually are top loading. A 
small kiln can run on 110 volts, but an adequate classroom kiln 
needs 220 volts. Be sure to place the kiln in an out-of-the-way 
spot—away from the sink and the room’s traffic pattern. Place 
the kiln out from the wall so that air can circulate around it. 
Many good kilns are available that come with proper instruc- 
tions. If you are purchasing one, be sure the kiln has a peephole, 
a pyrometer to indicate temperature, and an automatic shutoff. 

For outdoor firing, refer to “Coil Method,” pages 269-270. 


Checkpoints 


1. If the clay is too wet, it will stick to your hands like butter 
and be difficult to work. Dry it out by first wedging it (like 
bread dough) on a canvas cloth. Or cut the clay into slices 
and leave them out on the canvas to dry. 

2. If the clay is too hard, or large cracks develop, add some 
water and knead it, slice it, and place it on a tabletop or a 
cloth and sprinkle it with water. As the water is absorbed, 
sprinkle on more water; then wedge it. 

3. Keep a pail of water handy for each table. Use small square 
sponges to add water to the clay as it is worked. 

4. Do not add too much water as you work as this will weaken 
the clay and make it sag. 

5. Store clay in covered plastic buckets or plastic bags. 

6. While working with clay, keep it covered with a damp cloth 
or piece of loose plastic. 

7. When working with sculptural forms, instruct the student 
to keep the clay 3/4-inch thick. If the form has been 
worked solid and the clay is leather hard, hollow out the 
inside, keeping the walls about 1⁄2- to 1-inch thick. 
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8. When adding forms in building, stress adequate scoring 
and wetting where the pieces are to be joined. 

9. Place the name or initials of the student on the bottom of 
the piece to avoid mixing up the pieces. 

10. When building a pot, tap its base gently on a tabletop to 
flatten it. : 

11. Build and join several pinch pots and decorative clay shapes 
to create unique animals, fishes, space creatures, make- 
believe zoos, farms, and cities. 

12. Try placing a ball of clay in a plastic bag. Using your hands, 
try expérimenting to create unusual forms inside the bag. 
When the clay is leather hard, pull off the bag, carve out 
the extra clay that is inside, finish drying it, and decorate 
and fire it. 

13. Give texture to clay with wire, string, sponges, rope, pen- 
cils, sticks, kitchen utensils, fingers, and nails. Impress clay 
for textures with leaves, stones, and other objects from 
nature as well as buttons, gears, and other machine-made 
objects. 

14. For a grainy texture add coffee grounds, wood ashes, and 
sawdust that will fire out. Vermiculite will not fire out. 

15. Relief carving can be done on leather-hard clay. 

16. Polish greenware with a smooth object, such as a stone. 

17. Leave rough joints for interesting textures. 

18. Try rolling clay into dirt or sand (try colored sands) for 
rough texture. 

19. Cut off rough edges with knives or tools. 

20. Use plaster bats as stands. Another variation is to use a 
stand from an old Victrola. Place a saucer on this rotating 
stand and turn it, or use large metal cans that held motion- 
picture reels. 

21. Appropriate surfaces for working clay are oil cloth, plastic, 
linoleum tiles, canvas, old sheeting, wood planks, and 
Masonite. 


Additional Modeling Media 


SALT AND FLOUR 


Mix equal amounts of salt and flour. Add water and food 
coloring until you develop the proper modeling consistency. 
Apply the media to a cardboard or wood backing, building up 
forms in layers or masses, or let the sculpture stand freely. 
Textures and objects can be pressed into the media and color 
can be painted on while it is still moist. This is a favorite 
material for aerial-view, and topographical maps. Air dry the 


sculpture for a few days and then paint it or add details with 
a felt-tip pen. Finish it with shellac or a plastic spray. 


SALT CERAMIC 


Salt ceramic is an excellent medium for modeling and sculpt- 
ing. It is much cleaner to use than clay, yet it provides an 
equally satisfactory result. The nice part about this medium is 
that it can be prepared in the kitchen with a minimum of effort 
and it air dries hard in a few days without being fired in a kiln. 
The following formula can be used for this medium: 


Supplies Needed 

W cup of salt 

Y% cup of cornstarch 

¥Y4 cup of water 

pan 

stove 

waxed paper 

plastic bags 

food coloring or tempera paint 


Procedure 

1. Mix 1 cup of table salt with 4%4-cup of cornstarch. Be sure to 
mix these dry ingredients first to avoid lumps. 

. Stir in %-cup of cold water. Add liquid tempera or food 
coloring, if desired. 

3. Place this material inside a can; placed the can in a pan of 


IN 


water. 


9-17 Fanciful story book charac- 
fers are modeled from salt ceramic 
over toothpick armatures and deco- 
rated with felt-tip pens and paint. 
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9-18 Salt ceramic and Baker's 
clay are excellent for building di- 
oramas. 


4. Warm the water slowly over low heat. Stir the mixture con- 
stantly until it is thick and smooth (about 4 minutes). 

5. Dump the mixture on a sheet of foil or waxed paper and 
allow it to cool. 

6. When it is cool, carefully knead the mixture into a ball or 
rounded form to remove any air bubbles. 

7. Place the mixture in a plastic bag where it can be kept air- 
tight until needed. (Kneading will prevent cracking later 
during the drying process.) 


The recipe can be doubled, tripled, or otherwise increased to 
fit the needs of any class. If the salt mixture can be put together 
cooperatively, in the initial process, by having parents make 
one batch, the time saved can be devoted to artistic involve- 
ment. 

There are positive aspects to working with this form of mod- 
eling and sculpting material: it is easy to clean up afterward, it 
dries very hard, and it doesn’t shrink, so sticks and other arma- 
tures can be inserted to strengthen legs, bodies, or arms. It can 
also be painted easily after it is hard and dry, or color can be 
added by using a few drops of food coloring during the initial 
mixing stage (with the water). 

Salt ceramic is a fascinating art medium with which children 
of all ages enjoy working. It lends itself well to successful ex- 
pression as a modeling medium. 


1. Salt ceramic can be modeled into three-dimensional animals 
or figures that stand. 

2. Salt ceramic can be used in mosaic-type projects in which 
small objects such as beads, shells, beans, and pebbles are 
pressed into a salt ceramic flat surface and thereby are cap- 





tured forever in an expressive statement. (Use plastic lids or 
meat trays for a base. 

3. Salt ceramic beads and jewelry can be created. To from 
beads, make a hole with a small nail or toothpick while the 
salt mixture is wet. Let them dry without touching each 
Other. 


BAKER’S CLAY 


Baker’s clay is a popular modeling medium and can be used 
to form beads, cars, heads, jewelry pins and necklaces, tree 
ornaments, baskets, and pictures. It dries very hard and is often 
used as sculpture material to sculpt delicate forms by the folk 
artists of Ecuador. (See Color Figure 11.) 


Supplies Needed 


4 cups of flour felt-tip pens, paints 
1 cup of salt plastic coating 
1-1/2 cups of water 


Procedure 
1. Mix all the ingredients and knead them until they are the 
consistency of clay. If the dough is too stiff, add a few drops 
of water, but be careful not to get the dough too wet. (If you 
freeze the flour either before or after mixing, it will kill any 
larva in the flour.) Mix dough in large batches. 
2. Add vegetable coloring or liquid tempera paint if desired. 





9-19 Students contributed these 
gaily colored flowers, animals, and 
figures made from Baker's clay and 
built on a cardboard backing. The 
head at the lower left could be 
strung and worn as jewelry or used 
as a tree decoration. (20" X 24") 
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9-20 Sawdust modeling materials 
are appropriate for tree ornaments, 
jewelry, puppet heads, and small 
sculptures. 





3. Shape the dough into desired forms or use cutters such as 
paper cups or a blunt knife for free-form shapes. 

4. Join any ends by moistening the parts with just a drop of 
water and gently press together. 

5. Bake the forms in the oven at a temperature of 350°F. until 
they are hard and lightly browned—about 1 hour, or dry 
them in the air overnight. 

6. When the forms are cold, paint and decorate them. Any 
paint can be applied (we use acrylic and tempera as well as 
felt-tip pens). 

7. Spray the forms with a fixative, or paint them with a plastic 
coating for permanency. 

8. The dough can be prepared ahead of time and stored in the 
refrigerator in an airtight container. 

9. These forms can be strung and hung as mobiles, worn as 
jewelry, and used to make holiday decorations. 

10. The dough is not edible. 


SAWDUST MODELING MATERIALS 


These recipes are good for making puppet heads, animals, 
masks, tree ornaments, and jewelry. 


Supplies Needed 

liquid starch or hot water 
2 cups of sawdust 

1 cup of flour 

1 tablespoon of glue 


Procedure 

1. Add liquid starch or hot water to the flour and sawdust until 
a thick modeling consistency is reached. 

2. Mix the ingredients well and knead them. 

3. Add string, wood, or wire armatures before the modeled 
object is set out to dry. 


Supplies Needed 


2 cups of sawdust or 2 cups of sawdust 

1 cup of wheat paste 1 cup plaster 
⁄ -cup of wheat paste 
2 cups of water 


Procedure 
1. Mix together either recipe. 


2. Add enough water to create the consistency of clay. 
3. Model forms. 





NONHARDENING CLAY FOR MODELING 


Nonhardening clay, often known as Plasticene, is especially 
suited to the primary levels where the emphasis is on ideas and 
expressions concerning the immediate unit being studied (as 
opposed to long-range projects). 

Plasticene is easily manipulated and can be rolled, bent, and 
shaped into animals, figures, trees, dogs, and the like. After 
having been used for a unit in the classroom for a week or so, 
the Plasticene can be reshaped for the next barrage of expres- 
sive ideas from the class. 

One first-grade teacher has each student keep a ball of Plas- 
ticene in his desk. Each time new words are learned, the stu- 
dents roll snakes with the clay with which they print the new 
word. 

A fifth-grade teacher has Plasticene available for inventing 
games. Students create a snake maze on their tilted desk tops 
with the clay. Then, two or three students each pass a marble 
from the top down. The first marble through wins. 


MAKE YOUR OWN REUSABLE CLAY 


Supplies Needed 


1 cup of water 114 cups of salt 
2 tablespoon of oil 4 cups of flour 
food coloring 


Procedure 

1. Mix the oil, water, and a few drops of coloring in a cup. 
2. Mix the salt and flour together. 

3. Add the water solution to the salt and flour mixture, a little 


9-21 Fifth-graders invent a maze 
game out of Plasticene. 
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9-22 Preparing this bread sculp- 
ture is as much fun as eating it. 
Dough coils, balls, and twists, as 
well as candy, nuts, and raisins, 
form this head of a witch to add to 
classroom festivities at Halloween. 





at a time, kneading with the hands until it is mixed 
thoroughly. If the mixture is stiff, add a few drops of water 
at a time until the clay is a workable, firm dough. 

Place the clay in plastic bags or in a sealed container until 
you are ready to use it. It can be used again and again. 


PLAYDOUGH 


Supplies Needed 

3 cups of flour 

1% cups of salt 

3 cups of water 

3 tablespoons of cooking oil 
food coloring or paint 

1 can of cream of tartar (1% oz.) 


Procedure 


1. 


Mix all the ingredients together and cook them over medium 
heat until they form a ball. 

Knead the dough on waxed paper. 

Store the dough in a tightly lidded plastic container or coffee 
can. 


Checkpoints 


If an object is to be hung, such as a tree ornament, insert a 
paper clip, safety pin, wire, or string at an angle while the 
molding medium is wet. 

If you are modeling a bird, for example, feathers and other 
accent effects should be added during the forming process. 
In some instances, white glue will provide sticking power for 
afterthoughts. 

Foil provides a good working surface and prevents sticking. 
Use armatures of. toothpicks, wire, or pipe cleaners to ensure 
sturdier projected parts. 

If kept airtight, salt ceramic can be stored for weeks. 


Bake an Edible Sculpture 


A special holiday bread sculpture can be made that can be 


eaten. It is highly manageable when being shaped and has a 
springy texture when baked. Pull it, shape it into coils, slap it, 
shape it into balls, pound it, and twist it to create sculpted bread 
dough loaves. After baking, either freeze it for a later time or 


eat it within 4 of 5 days (wrap it well in foil). Experiment 
making angels, animals, birds, flowers, and storybook charac- 
vers. 


BREAD SCULPTURE DOUGH 


Supplies Needed 

1 package of active dry yeast 

2 cups of warm water 

3 tablespoon of honey or sugar 

Y cup of oil 

2 teaspoons of salt 

7 cups of flour 

nuts, raisins, and candy decorations (optional) 


Procedure 
1. Dissolve the sugar in warm water. Dissolve the yeast in the 
warm sugar-water mixture for approximately 5 minutes. 
2. Add the salt, oil, and flour a little at a time until the dough 
can be worked. (If the consistency is too sticky, add more 
flour.) 
3. Knead the dough until it is workable and begin to sculpt 
forms. 
4. Build forms on aluminum foil on a large cookie tray. Build 
the sculpture horizontally, not vertically. 
Cut out shapes or build forms with patties, coils, and balls. 
Decorate with nuts, raisins, and candy. 
Let the dough rise for 10 to 20 minutes. 
Moisten the parts to be joined with a small amount of 
water. Join the parts after the dough has risen. 
9. If you wish, brush the surface with a beaten egg white. It 
will give the baked sculpture a shine. 
10. Bake at a temperature of 350°F. for 20 to 30 minutes, or 
until the dough is lightly browned. 


ON DM 


GLASS COOKIES 


Celebrate holidays by baking, hanging, wearing, and eating 
these cookie decorations. 


Supplies Needed 

1/3 cup of sugar 

1/3 cup of vegetable oil 

1 egg 

3 cups of flour 

4 teaspoon of baking soda (to be sifted with the flour) 
1 teaspoon of salt 

2/3 cup of honey 
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9-23 “Santas Dream City” was 
constructed by seventh- and eighth- 
graders for an annual exhibit at 


the Phoenix Art Museum, Phoe- 


nix, Arizona. 


Procedure 


diy 


Mix all the ingredients together and knead them until they 
are the consistency of bread dough. 

Roll the dough into 1⁄4 -inch thick coils for outline shapes. 
Moisten one side and connect these coils securely. 

Create designs on aluminum foil on a cookie sheet. Make a 
hole in any cookies designed to be worn or hung. (Use a 
straw to poke a hole.) 

Break up lollipops for colored fillings by smashing them 
between sheets of waxed paper. 

Sprinkle the crushed lollipops in the openings of the design. 
(The lollipops will melt in the oven and fill the spaces with 
a sheet of color.) 

Bake at a temperature of 375°F. for 8 to 10 minutes or until 
the lollipops have melted and the dough is lightly browned. 
Let the cookies cool and remove them from the aluminum 


foil. 


PRETZEL SCULPTURE 


Supplies Needed 


1 cake of yeast 4 cups of flour 

1% cups of water 1 egg yolk 

3%, cup of honey salt 

Procedure 

1. Dissolve one package or one cake of yeast in 1% cups of 


warm liquid and 1 to % cup of honey. Let the mixture stand 
for % to 1 hour. 

Add 2 cups of flour; beat for 100 strokes. 

Add 2 more cups of flour; knead the dough for 5 to 10 
minutes. Let it stand in a warm oven until it is double in size. 





4. Shape the dough into invented forms, using coils to make 
flowers, figures, animals, and designs. 

5. Brush the dough with egg yolk that has been diluted with 
2 tablespoon of water. 

6. Sprinkle the shapes with salt. 

7. Bake at a temerature of 400°F. for 15 to 20 minute for soft 
pretzels or at 500°F. for 15 to 20 minutes for hard pretzels. 
Makes 2 dozen. 


Candy, Cookie, and Vegetable Art 


CANDY CASTLES 


We are all children at heart when it comes to celebrations, 
festivals and special times! Good things to cook and eat increase 
our awareness of and merriment at these occasions. (See Figure 
9-23). 

Candy, cookie shapes, and vegetable forms can be used to 
build delicious and fun-to-eat sculptures. Varieties of sizes, 
colors, and textures are easily joined together with toothpicks 
or a little water. To join sugar cubes (as well as other candies), 
prepare a creamy mixture of confectionary sugar and water. Dip 
the sugar cubes individually into the creamy mixture and add 
cubes to build up inventive forms. The mixture will dry hard 
and firm, holding the sugar cubes in place—like glue. 


HOLIDAY VILLAGES 


Many festive holiday sculptures can built with graham 
cracker or cookie shapes as bases. The three-dimensional forms 
are held together as well as decorated with the following tasty 
frosting. 


Supplies Needed 

Y cup of butter 

dash of salt 

1 pound of confectionary sugar (about 4 cups) 
5 tablespoons of milk 

1 teaspoon of vanilla 

food coloring 


Procedure 

1. Cream the butter and salt. 

2. Gradually blend in the sugar. 
3. Add the milk slowly. 
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4. Add the vanilla until the ingredients are of spreading con- 
sistency. 

5. Separate the-mixture into batches and add various colors. 

6. Decorate the candy and cookie sculptures. Add other candy 
delicacies for features and details. 


ALTERNATE FROSTING 


Supplies 

3 egg whites 

1 pound of powdered sugar 
14 teaspoon of cream of tartar 


Procedure 

1. Beat three egg whites until frothy. 

2. Mix 1 pound of powdered sugar and 1⁄4 teaspoon of cream 
of tartar together. 

3. Add slowly to eggs. Beat until stiff, about 5 minutes. 

Apply to the cookie base. 

5. Add candy decorations. 


= 


Bibliography 


Baytor, ByrD. When Clay Sings. New York: Charles Scribner's Sons, 
1972. 

BALL, CARLTON, AND JANICE Lovous. Making Pottery without a 
Wheel: Texture and Form in Clay. New York: Van Nostrand Reinhold 
Company, 1965. 

BARFORD, GEORGE. Clay in the Classroom. Worcester, Mass.: Davis 
Publications, Inc., 1964. 

BEARD, GEOFFREY. Modern Ceramics. New York: Studio Vista and E. 
P. Dutton & Co., Inc., 1969. 

DuNCAN, JULIA HAMLIN, AND Victor D’Amico. How to Make 
Pottery and Ceramic Sculpture. New York: Museum of Modern Art, 1947 

Haupt, CHARLOTTE. Beginning Clay Modeling: An Approach for Teaching 
Elementary School Children. Belmont, Calif.: Fearon Publishers, 1970. 

Home, RutH M. Ceramics for the Potter. Peoria, Ill.: Charles A. Bennett 
Co., Inc., 1953. 

Jounson, ILSE and Nika STANDEN HAZELTON. Cookies and Breads 
/ The Bakers Art. New York: Bonanza Books, 1967. 

KRuUM, JOSEPHINE R. Hand-Built Pottery. Scranton, Pa.: International 
Textbook Co., Inc., 1960. 

Lee, RuTH. Exploring the World of Pottery. Chicago: Children’s Press, 
1967. 

MeriracH, Dona Z. Creating Art with Bread Dough. New York: Crown 
Publishers, 1976. 

NELSON, GLENN C. Ceramics. New York: Holt, Rinehart and Win- 
ston, Inc., 3rd Ed., 1971. 


NıcKkeLL, Motte. This ls Bakers Clay. New York: Drake Pub., Inc., 
1976. 

PETTERSON, HENRY. Creating Form in Clay. New York: Van Nostrand 
Reinhold Company, 1968. 

PLuCKROSE, HENRY, ED. Lets Model. New York: Van Nostrand Rein- 
hold Company, 1971. 

RHODES, DANIEL. Clay and Glazes for the Potter. Philadephia: Chilton 
Book Co., 1957. 

ROETTGER, ERNST. Creative Clay Design. New York: Van Nostrand 
Reinhold Company, 1972. 

SANDERS, HERBERT H. Sunset Ceramics Book. Menlo Park, Calif: Lane 
Magazine & Book Co., 1953. 

SUPENSKY, THOMaS G. Ceramic Art in the School Program. Worcester, 
Mass.: Davis Publications, Inc., 1968. 

TYLER, KeitH. Pottery without a Wheel. London: Dryad, 1955. 

VILLARD, PauL. A First Book of Ceramics. New York: Funk & Wagnalls, 
1969. 

WILDENHAIN, MARGUERITE. Pottery: Form and Expression. New York: 
Van Nostrand Reinhold Company, 1962. 


Pottery and Modeling 


ZS, 





288 


Sculpture: 
Constructing, 
Carving, and 
Casting 





To sculpt means to form a three-dimensional design that has 
length, height, and width and that occupies a special space. This 
form can stand freely, can be built in low relief or high relief, 
or it can exist in the round. It can be constructed into a whole 
from parts, modeled with soft materials, or carved from firm 
materials. 

Much of our prehistory is revealed in the visual images, shel- 
ters, and utilitarian tools that were left behind. Classic treasures 
include the huge stone heads on Easter Island in the Pacific, 
Stonehenge in England, and the Pyramids in Egypt. Each im- 
plies religious and spiritual beliefs of ancient peoples and can 
be enjoyed aesthetically today. We need only look to the Par- 
thenon in Greece and to the Gothic cathedrals of Europe for 
inspiration from the past. As we reflect on these masterpieces, 
we are reminded of the simple, uncomplicated tools that were 
available to artists at the time. Before the industrial revolution 
and the advent of electricity, most constructions were crafted 
by human hands using basic tools. 

Contemporary sculptors form with new materials such as 
plastics and steel. The “now” materials and machinery are 
much more extensive and permit more experimentation and 
exploration. Man has always surrounded himself with hand- 
formed objects from very simple utilitarian to the most complex 
aesthetic forms. 

The adventure of searching out three-dimensional materials 


is in selecting, experimenting, and working through a plan to a 
new form. It is the feelings, ideas, and skills that we bring to 
the experience that determines what we do with the process. 

All three-dimensional forms are viewed from several angles: 
front, side, bottom, and top; they interrelate within a space. 
Viewing should be a continuous process. Touching, handling, 
moving, changing, and reshaping are other goals to encourage. 
Each sculpting material has its own unique qualities with vari- 
ous textures and surfaces that add individual properties to the 
forms. Many ideas can be preconceived, and these should be 
explored through drawing sketches and making small models. 
Also, many art experiences should offer opportunities to ex- 
plore without preconceived images—that is, to discover what 
the material can do and what can happen as the forms are 
developed and joined together into a composition and design is 
part of the creative process. 

Opportunities for students to practice making qualified judg- 
ments and art choices are desirable objectives. Many practice 
sessions in forming aesthetic judgments help build a foundation 
in visual thinking. 

Artistic considerations should include structural problems, 
the balance, the elements of design, the negative areas between 
shapes, any changing movement, and the existing space sur- 
rounding the sculpture. 
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10-1 Found objects are partially 
embedded in sand inside half a 
milk carton. The sand will then be 
covered with plaster. Such casting 
experiences help describe how cast 
sculptures and jewelry are made 
with metals and plastics. 


10-2 Young craftsmen proudly 
display their hardened castings. 
After the plaster has set, and the 
sand has been brushed away, the 
completed plaster casting is revealed. 
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Goals for Three-Dimensional 
Experiences 


1. Sculpture encounters can begin with an open-ended ex- 
ploration of materials. Suggest to the students that they are 
cave people and are the very first to find a particular material. 
Begin by playing around with the material. 

2. Focus on the ideas, concepts, and skills involved. 

. Evaluate the design and make any necessary changes. 

4. Decide on a final structure and composition; this is called 
closure. 

5. Evaluate the total experience: what has been gained, the 
objectives reached, and what the future goals will be. 


Go 


Sculpture Terms 


1. Sculpture is a general term meaning the practice of the art of 
forming substances into figures or designs, either in relief, in- 
taglio, or in the round. (a) Relief is the projection of parts above 
the ground or plane on which it is formed. The projection can 
be in low, middle, and high relief. (b) /ntaglio is a design carved 
into, or incised on, the surface; the design is sunk below the 
surface. An example of this is the plaster-incising project with 
the “scrimshaw” concept. (c) /n the round refers to a sculpture 
that is a form apart from any background, as contrasted with 
relief. 

2. Mobile is a term that refers to a three-dimensional design 
suspended by some means and that has free-flowing action, 
commonly caused by air circulation. 

3. Stabile is a term applied to a mobile that is attached to a 
stationary base. It is constructed in such a way that balanced 
forms move by touch or in the air currents. It can be constructed 
of such materials as straws, wire, Styrofoam, balsa-wood strips, 
cardboard, string, plastics, and metals. 

4. Kinetic sculpture is appropriately used for simple introductory 
experiences in the elementary grades, for to make sculpture 
move can be most intriguing. Movement is caused by touching 
or by the vibration of the air. Such materials as rigid wire, 
springs, and long plastic rods also move when a weight is added. 
Refer to objects that move when touched—such as a rocking 
chair, a seesaw, a pendulum, and a child’s swing. Also refer to 
toys that move as a result of mechanical devices—such as clocks 
and wind-up mechanisms—batteries, and motors. Exciting 
ideas and challenging encounters will result as the students’ 
kinetic sculptures begin to emerge. Interested students might 


want to demonstrate a process, such as electrical energy in 
wiring, battery input, and various types of motors. 

5. Casting is done in a mold with a material that is in a fluid 
or plastic state. A casting is an impression from another form. 
The plaster sand casting and wax-candle casting are procedures 
described in the text. (See pages 328-333.) However, as an 
artistic tool, forms are often made in a soft material—such as 
clay. Then a plaster mold is made, the clay is removed, and the 
mold is injected with a hard material—often metal or plastic— 
that assumes the shape of the original form. 


Forming Materials 


Many of the materials used for sculpting in the classroom are 
collectables from available resources. Those techniques de- 
scribed here require only basic art supplies and household tools 
and materials. This means that the concepts, ideas, and feelings 
that we bring to a project can be as aesthetically simple or as 
complex as we want them to be. The procedural skills involved 
will aid the student to develop and accomplish his idea. The 
materials and tools are kept at an elementary level, although 
more artistic tools and supplies can be used. One teacher has a 
“collectatorium”’—a special room filled with discards and 
throwaways from other teachers. These are kept in ice-cream 
cylinders and are intended for use by any teacher as his or her 
needs arise, whether for art projects or other related learning 





10-3 The artist thinks of sculp- 
ture in terms of art in the round. 
The many ways to construct and 
assemble available materials in 
three-dimensional space offer nu- 
merous design possibilities. 
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10-4 Festive celebrations can be 
times for holiday sculptures. Pump- 
kins, watermelons, pineapples, coco- 
nuts, carrots, marshmallows, 
squash, and parsley are fun to use 
as decorations and then to eat. 


experiences. A favorite term today is recycling—the art teacher is 
a well-known recycler! Very often, the teacher has to use avail- 
able resources in new ways, and this challenges the ideas of 
both teacher and students. Have fun filling your collectatorium. 


Supplies Needed 

pebbles and stones p 

boxes of all sizes and shapes: cardboard, wood, and plastic 

cylinder-shaped cartons, cardboard tubing, oatmeal containers, 
and hat boxes l 

paper wrappings such as gift, foil, and tissue 

plastics (sheet and shapes) and plastic wrap 

straws, egg cartons, paper bags, and cups 

wires of all kinds and thicknesses: coat hangers, telephone, 
baling, and copper 

vegetables and fruit 

wood: balsa, pine, twigs, driftwood, scraps, and dowels 

yarns, threads, ropes, string, glass beads, and feathers 

see-through papers such as acetate and cellophane 

pipe cleaners, toothpicks, and popsicle sticks 

aluminum foil 

buttons, labels, old jewelry pieces, and small mirrors 

reeds, felt, lace, and carpet scraps 

Styrofoam pieces, plastic packing materials, and old plastic toys 

metal objects such as bottle caps, nails, and kitchen utensils 

decorating materials, such as paints and brushes 

sponges and pasta of various shapes 

glitter, sandpaper, decals, and stickers 

tape, glue, thumbtacks, staplers, hammers, and scissors 

rulers and knives for scoring and bending light cardboard 


The following projects and procedures are successful for all 
learning levels. You can adapt them to fit the needs of your own 
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classroom. Starting with simple tasks for small hands, these 
projects can become more elaborate projects for maturing 
hands. The concept of building in the round will excite and 
challenge all students. Working with three-dimensional 
materials offers another learning dimension. 

Projects are intended for 


Pure aesthetic pleasure and fun. 

Enhancing the classroom or personal use. 

Integration with other learning units such as science, math, 
reading, literature, social studies, and the related arts of mu- 
sic, theater, and dance. 

Special gifts at special times. 

Inventing play treasures. 

Model building—from peepboxes to community models. 
Creating changes in space and in the environment. 
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Constructing 


PAPERS AND BOXES 


Many household throwaways can be recycled into useful 
construction materials. Most of what we purchase in the stores 
is packaged, or boxed, and comes in a variety of shapes, sizes, 
colors, and textures. Start saving them, and discover the many 
ways you will find to use them in construction. Many throwa- 
ways contain unlimited hidden possibilities, once we start 
thinking about what they could become. 


Supplies Needed 

Various square, rectangular, and cylindrical cardboard and plas- 
tic shapes: cereal boxes, soap boxes, salt and sugar boxes, 
small jewelry and medicine boxes, milk cartons, cookie and 
cracker boxes, unusual gift boxes, toothpaste boxes, match 
boxes, candy boxes, waxed vegetable boxes, cans of all sizes, 
Styrofoam packing material, carpet rolls, and thin cardboard 
for scoring and bending 

Various decorative objects: paint, old jewelry, pasta, mirrors, 
papers, foils, wallpaper, felt, cloth scraps, yarn, buttons, 
beads, spray paints 

Miscellaneous items: popsicle sticks, toothpicks, Styrofoam, 
sponges, gift wrapping papers, cellophane, plastic scraps, 
string, yarn, chicken wire, metal and plastic rods and other 
shapes, egg cartons, glue, nails, hammer, wire, scraps of 
wood, ice cream containers, paper cups, plastic tubs, clay, 
sand, paper bags, pipe cleaners, paint, decals, stickers, carpet 


10-5 Soft Styrofoam pieces are 
joined with spray adhesive to build 
large environmental sculptures. 








10-6 A study unit about the 
Northwest Indians was enhanced 
by an imaginative use of cardboard 
boxes, paper, and paint. 
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materials, balsa wood, tape, glitter, foils, acetate, thumbtacks, 
reeds, wires, tubing 

Joiners: glue, paste, string, wire, and tape 

Demonstrate methods of stacking, folding, scoring, bending, 
curling, cutting, tearing, fringing, slitting, and taping. Also 
demostrate methods of constructing such shapes as cylinders, 
cubes, and cones. 


Constructing with Boxes 

cars, trains, and buses—small ones to move, large ones to sit in 

displays for paintings from large refrigerator boxes 

all kinds of people, animals, monsters, and insects 

towns and cities. Students can design and build model houses 
and plan streets, schools, and public buildings—a total com- 
munity. 

cages for animals in a zoo or a circus 

totem poles 

racing and antique cars 

peek-through posters 

a store, post office, and puppet stage 

doll house with furniture 

airplanes, helicopters, and an airport 

masks, funny hats, and box costumes 

Cardboard boxes can be used as basic cubes on which drawings 
and magazine photos can be glued. Spray them with a protec- 
tive plastic coating. Box environments can be built in which 
you can walk around. 

A “spook” box large enough to walk into can be filled with 
interesting visual and tactile objects. 


Methods of joining boxes that permit movement of parts will 
challenge your inventive thinking. 


Planning Our Environment 


These projects should be geared to the appropriate grade- 
level materials and manipulative skills. Drawing architectural 
plans, maps, backdrops, and murals as well as designing and 
building models are part of this sculpture experience. 

We all have very personal spaces that we live in constantly. 
We are most familiar with our home spaces, although we often 
give very little thought to the size of our bedrooms, the size of 
the classroom, the shapes of the windows we look through, the 
directions of the path we walk every day, the placement of our 
furniture and objects at home and school, the shapes, contours, 
textures, and varying colors of the plants and trees that sur- 


round us and bring us pleasure and tell us of the changing 
seasons. 


10-7 Building new forms from 
familiar materials is challenging 
and fun. The sports car in the fore- 
ground is made of salt ceramic. 





Our involvement with our personal spaces can alert us to all 
kinds of factual information in art as well as in other learning 
areas. Mathematical measurements; scientific data about plants; 
changes of seasons and temperatures; compositions of woods, 
fibers, clay, bricks, and cement; pollution; and the historical 
imformation about schools, homes, and community buildings, 
can contribute to a broad and significant unit based on the 
environment. 

To begin, invite public officials and architects to your class- 
room to discuss relevant questions: What is being done now to 
maintain or improve the environment? Are there any new 
parks, playgrounds, recreation facilities, and buildings in the 
community? What is the architect’s role in the over-all planning 
of acommunity? What is the architect’s role in planning a new 
art center? What role does the student have in determining the 
needs of a community? A good resource is Tke American Institute 
of Architects (AIA). The local chapter may be cooperative in prov- 
iding maps and models, a speaker, and films for your needs. 

Plan to visit the areas under study if possible: renewal areas, 
art centers, planning and zoning agencies, areas scheduled for 
demolition, outdoor sculptures, arts and crafts exhibit areas, 
and shopping centers. Ask students to consider the positive and 
negative points of view regarding the areas under study. A 
lively debate (have students choose sides) will bring forth vary- 
ing attitudes and viewpoints. Keep notes of pertinent informa- 
tion such as the sizes, materials used, and artists involved. 

Many monthly magazines have articles devoted to new ideas 
for homes and beautiful inviting environments. Very often they 
include simple diagrams and floor plan architectural drawings. 
These are helpful, because they show the finished photograph 


Sculpture: 
of the completed structure as well as the plans for it. If students Constructing, 
understand these symbols they can incorporate them into their —_ vada 
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10-8 Bridge builders are design- 
ing a suspended bridge during math 
and engineering studies, after re- 
searching its principles. The 40-foot 
bridge is made from straws, string, 
and glue. (Courtesy of Maiorie and 


James Wiebe.) 
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use these as examples (if they are not too complicated). These 
should be introductory space-awareness studies, so the com- 
plexity of the unit should be geared for the grade level. First- 
graders can easily conceive of their individual home and school 
spaces and build simple relief panels with materials such as 
straws, seeds, cloth scraps, old magazine photographs, tooth- 
picks, and sandpaper, with heavy cardboard as the base. Sixth- 
graders can complete group study projects by constructing 
simple three-dimensional models using such materials as paper, 
cardboard, corkboard, sponge pieces, birdseed, pebbles, balsa 
wood, sandpaper, acetate papers, and plastic wrap. (See figure 
10-8.) 

In any construction project the following questions should be 
considered: 


1. What is the purpose of the structure? 

2. How will you combine materials to create visual and tactile 
appeal in the structure? 

3. How will you build, improve, and divide the working 
spaces? 


FINDING ARCHITECTURAL DETAILS 


Observe specific details: how the architect used levels and 
how one reaches them: kinds of ground cover—plants and trees; 
gardens; fountains; sculptures; water; benches; courts; types of 
wall constructions; shapes of window spaces; sizes and shapes 
of entrances and how one reaches them; provisions for heating, 
cooling, and water supply; walkways; grass areas; room divid- 
ers; and permanent building fixtures. 

Point out what makes houses and buildings interesting; there 
are high spaces (skyscrapers) and low spaces (subways). 


Consider how you enter a building; what kind of doorway 
there is; what enters through the doorway; and how you see 
in or out of a building (windows are also for air and light). They 
are of various shapes and may be spaced differently even 
within the same building. Consider structural additions there 
are to the building, such as columns, porches. Or an extensive 
use of glass. Are there signs on the buildings? Do the roofs 
have gardens, antennas, smokestacks, chimneys? How is the 
city different from the country? Are there horses, farms and 
barns? How is America different from other countries? Where 
do the children play and where do the adults work? 

All of these units can be studied and models built for in- 
dividual spaces in a building, or as a whole complex com- 
munity, depending on the abilities and needs of the students 
within an individual class. As always, each individual contrib- 
utes his unique talents within the framework of the group and 
to its success. 


DESIGNING CITY AND COUNTRY SPACES 


We all move within constructions and spaces. Did you ever 
think about the many types, sizes, shapes, colors, and materials 
of structures in which we move? The city itself is a composite 
of spaces and structures that are planned for varying functions. 
A city is a place where people meet, live, work, play, and in- 
teract. It is where new and old exist together and where struc- 
tures are constantly being built and torn away. A city is always 
changing. It is a place where different kinds of people live close 
together, mix, and exchange ideas. What do we find in a city? 
In the country? A partial list would include: 





10-9 Redesigning a community 
or great architectural achievement 
relates the construction to history, 


literature, or imaginative realms. 
Castles, spook houses, and cathe- 
drals can be idea sparkers. 
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skyscrapers, office buildings, factories, individual homes, 
townhouses, apartment houses, shopping centers, signs, 
stores, hospitals, schools, libraries, theaters, amusement 
parks, zoos, parks, fountains, playgrounds, benches, fairs, 
sports arenas, streets, culs-de-sac, beaches, ports, boats, 
oceans, cars, trucks, buses, motorcycles, parking lots, base- 
ball diamonds, parades, machines, horse trails, gas stations, 
vacant lots, airports, freeways and throughways, football 
fields, sculptures, gardens, telephone booths, grass and 
trees, pathways, bicycle paths, crowds, barns, silos, machin- 
ery, animals, corrals, fields, rivers, and swimming pools 


If you plan a model project about the city, you might begin 


by discussing and listing its various parts. Ask such questions 
as “What do you like about our city?” “What would you like 
to change?” “How would you change it?” (After thinking about 
an over-all plan, discuss the individual spaces to be built.) Draw 
maps and over-all layouts. Plan your city on flat surfaces and . 
build the structures that are to stand on them. 


PROJECTS RELATED TO SPACE DESIGNS 


Personal Environments 


1. 
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My favorite room 


. My special dream house 


The “zoony” house we found on Mars 


. My neighborhood from a see-through, bird’s-eye point of 


view 

My neighborhood from an ant’s point of view 
My wildest dream school 

A super space playground 


. An inviting school entrance; a new cafeteria 
. A scary haunted house 


Community Spaces 
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Redesign and rezone your neighborhood. 


. Design a shopping plaza. 

. Plan an expressway route. 

. Plan a children’s park and zoo. 

. Construct models of African communities; models of Indian 


communities; and models of prehistoric communities. 


Imaginative Spaces 
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Design space cities of the future. 
Study and construct models of cities of the past such as 
Dodge City, Kansas. 


. Reconstruct a medieval city. 


Design a musical city in Mexico. 
Construct magnificent cathedrals and churches. 


Construct Cities from books and stories. 
Construct fairy-tale castles with kings and queens. 
Design a contained city under the sea. 

Design an Earth city under a plastic dome. 

10. Design a fantasy sculpture and texture city. 

11. Design a soft city made from foam rubber. 
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RELATED ART PROJECTS 


1. Paint “on the spot” subjects from playgrounds and other 
recreational areas. Include good as well as bad features. 

2. Select a room, house, school, or store in your neighborhood. 
Draw or paint a before and after scene of the subject. Include 
any improvements made, such as with colors, window de- 
signs, plantings, and signs. 

3. Paint posters encouraging people to improve structures and 
environments. 

4. Design signs and maps indicating shopping centers, super- 
markets, schools, and mailboxes. 

5. Design a sculpture for the entrance of your school and 
another for the cafeteria. 

6. Paint a mural of your neighborhood, including everyone’s 
house, pathways, street patterns, signs, parks, and shopping 
areas. Paint another mural to include improvements made. 


GREAT ARCHITECTURE REVISITED 


The Architecture of the past and present represents some of 
man's greatest accomplishments. Some of the world’s greatest 
moments in architecture can be relived again in the classroom. 
With cardboard, paper, and paste, the Parthenon, the Colos- 
seum in Rome, medieval castles, great cathedrals, and/or the 
Capitol dome in Washington, D.C., can be reconstructed. Even 
lost cities such as Atlantis and Pompeii, or imaginary cities, can 
be created. What a wonderful opportunity to study our ar- 
chitectural heritage through the reconstruction of the buildings 
themselves. By using reference materials, diagrams in books, 
slides, inexpensive copying devices, and paintings of the origi- 
nals, class members can work on such a project in groups or 
alone. This is an exciting way to make the history of art come 
to life. We all have a natural curiosity for the art mysteries of 
past civilizations. 


Supplies Needed 

weights of cardboard and Styrofoam: grocery, shoe, and gift 
boxes 

papers: textured, shiny, reflective, and transparent 

paints and brushes 
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plastic wrap (for windows and waters) 

paste or rubber cement and a stapler 

SCISSOTS 

papier-macheé 

ruler for scoring 

knife (for cutting out windows) 

decorative elements for textures and landscape 


Procedure 
To begin this project, obtain a reproduction of an important 
architectural work. Some suggestions follow: 


Cathedral of Notre Dame, France 
Parthenon, Greece 

Colosseum, Italy 

Taj Mahal, India 

Capitol building, Washington, D.C. 


Imaginative constructions also can be developed. Such a pro- 
ject can be combined with history and literature. The idea is to 
recreate with cardboard and paper, in stand-up fashion, the 
spirit of the structure and culture, that created great architec- 
ture. Papier-maché can also be used to model specific forms (see 
pages 98-106). When the three-dimensional construction has 
been completed, it can be painted, drawn on, or otherwise deco- 
rated. Small salt dough figures dressed to reflect the times and 
culture will acquaint students with the various cultural aspects 
of the people of a region, their beliefs and customs. 


Sculpting 


WIRE SCULPTURE 


Wire is another exciting material with which to work to form 
three-dimensional works. The interesting part about working 
with wire is that the entire image or form created is linear, like 
a drawing. That is, it is composed entirely of lines, which are 
both the contour (or outside surfaces) and interior forces of the 
figure being formed. By interlacing the wire over and around, 
inside forms and a feeling for body can be created. Wire has 
properties that are quite different from those of paint, clay, or 
any other material. It emphasizes the gesture and feeling for 
movement in the figure or animal form that is being created. 
Working with wire should encourage children to search for the 
roundness of the form and not to make a flat imitation of a 
drawing. The positioning will have to be such that the created 
form will stand. Having children think in terms of everything 





having a top, sides, and bottom will start them thinking about 
three dimensions. Wire forms need not be large, for working in 
reasonable sizes will enable children to better handle a piece. In 
working with wires, stress overlapping the wire to build up 
surfaces. Think also of cross contours, or the way in which the 
form goes around the figure or animal (the inside parts as well 
as the outline). Aluminum or stovepipe wire that is soft enough 
to be bent easily will work best. Be sure to stress care in shaping 
the wire so that accidents do not occur. Showing students mov- 
ies Of animals in action is a good way to motivate them to 
observe how animals jump, run, walk, move their heads, and 
generally function. 


Supplies Needed 

pipe cleaners 

stovepipe, telephone, aluminum, baling, soft copper and brass 
wire, about 18-gauge 

old scissors or pliers 

tools to bend the wire (such as around wooden shapes) 

felt and other cloth 

wooden pieces 

Styrofoam shapes 

aluminum foil 

beads and buttons 

plaster 


paper 


Procedure 

1. Before class, prepare the wire by cutting varying lengths 
from 12 to 36 inches. Have a variety of lengths and weights 
available for use. Experiment with methods of shaping and 
twisting wire and how to achieve effects by beginning at and 


10-10 Action figures made of 

wire, are three-dimensional forms 
in a linear material. The figures 
are nailed to a wooden base. 
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10-11 Gladiator figures might be 
going into battle (made from bones 
and plasticene). Unusual materials 
can open up fresh viewpoints. 


working out from the center core. Wrap added wire around 

the core and continue forming. Develop both open, closed 

and free-form shapes. 

Have the students bend, twist, loop, curl, and wrap wires. 

Form the wire around wooden shapes, if desired. 

Or weave and shape the wires into a solid mass. 

Join parts together by using thin copper wire or pinching the 

wire with old scissors or pliers. 

6. Add other forms, if desired, such as Styrofoam shapes and 
crushed aluminum foil. 

7. Staple or nail the wire to a block of wood as a base. 

Or insert the wire into a clay base. 

9. Or use thick plaster for a base and stand the wire in it until 
the plaster dries. Plaster can be added to parts of the wire 
sculpture to build up solid shapes. Paint the plaster if 
desired. 


ee 
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Use pipe cleaners and small styrofoam shapes to create little 
creatures. Push the ends of the pipe cleaners into the foam and 
add other decorations for details. Aluminum foil adds a futuris- 
tic or mysterious quality to a sculpture and lends itself well to 
moon people, underwater creatures, and prehistoric animals. 

Pipe cleaners can be used to develop imaginative insects, 
flowers, and animals. 


BONE 


Save the bones of animals and birds. Clean the bones by 
boiling or soaking them in a solution that is one half water to 
one half bleach. Rinse and dry them. Construct sculptural forms 





10-12 Aluminum foil, toothpicks, 
plasticine, string, rubber bands, 
and feathers are combined to create 
new forms. 





with the bones and join them with glue or plasticene. Turkey 
or chicken bones make great necklaces; clean them, poke in 
holes with a needle, paint them bright colors, and string them 
for Wearing. 


ALUMINUM FOIL 


Squeeze sculptural shapes from foil. Create fanciful insects, 
people, and animals. Add wire, toothpicks, feathers, and other 
decorative elements. 


STYROFOAM 


1. Stiff foam can be carved with sticks, knives, rasps, saws, and 
even with a hot soldering iron. 

2. Individual shapes can be cut from stiff Styrofoam. Shapes 
can be glued together, or attached by joining with toothpicks 
or other sticks. Add decorative “stick-ons” to foam shapes. 

3. Soft foam pieces can be cut with a scissor and attached with 
spray glue. 

4. Stack forms to build large group sculptures. 

5. Brush or spray paint. 


MOBILES AND STABILES 


Mobiles and stabiles are relatively new art forms, having 
been pioneered by Alexander Calder, one of the first to in- 
troduce the concept of motion in art (See Figure 3-4). Artwork 
of this type can be placed under the general heading of sculp- Sculpture: 


ture, or construction, as it is not done on a flat surface, and it Constructing, 
Carving, and 


can be viewed from all sides. 
Casting 


The most interesting characteristic of the mobile is that its 
lightweight individual parts move with the air currents, that is, 303 
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motion is a prime feature of the mobile. As air passes against 
the parts of the construction, they turn gracefully back and 
forth and around. In order for the mobile to be put into motion 
by the air currents, each part must be carefully balanced, almost 
as the parts of a clock are balanced. Do you suppose Calder got 
his idea for mobiles by watching the sensitively balanced parts 
of a clock? The difference between a mobile and stabile is that 
the stabile rests on a base. 

Light is another major design factor in mobiles. The forms 
catch light as they move and reflect it. The forms also cast 
interesting shadows, and these shadows become an important 
part of the over-all design. 

Aesthetic considerations in the design of mobiles should in- 
clude the structural challenges, the delicate balance, the design 
elements, the negative spaces between the shapes, the changing 
forms and their shadows, and the existing spaces surrounding 
the mobile. 


Supplies Needed 

lightweight wire 

lightweight metal 

straws 

cardboard 

string 

tissue and colored cellophane paper 

foil and metallic papers 

sticks 

yarn, reeds, and string 

plastic 

scissors, pliers, hammers, nails, and a saw 
white glue of fast-drying airplane glue 
nylon or monofilament thread (for hanging) 


Procedure 

1. String several wires across the classroom at convenient 
heights and have each student add hanging parts to it. In this 
manner, as each part is attached, it can be balanced on the 
spot. Design all the parts to be added and arrange them in 
units for balance, weight, movement, and shape. 

2. Scissors or a knife can be used to cut out interesting flat 
forms. (If firm plastic sheets are used to make the forms, a 
coping saw may be necessary.) 

3. Mobiles can be suspended from one spot in the ceiling. The 
remaining parts can cascade down at varying levels. These 
mobile shapes can be suspended from different armatures, 
such as a tree branch. Or, bend a coat hanger wire into 
various shapes and attach the mobile forms to it. For light- 
weight hangings, suspend shapes from plastic meat trays or 
plastic can lids. Simply poke holes in the plastic with a sharp 


object, suspend the forms from string, thread, or wire, and 
knot each string on the top side of the plastic. 

4. Provide space and time to experiment with the materials; 
balancing and hanging a mobile is part of the building proc- 
ess. Many times, students want to work together to help 
each other carry out these steps. 

5. Compose shapes, materials, and colors as the designs are 
formed. 

6. Study the negative areas in between the forms in relation to 
balance and design. 

7. Evaluate design as part of the mobile process, and experi- 
ment with changes in design as work progresses. 

8. Many lightweight jewelry procedures and materials can be 
used to construct mobiles. (See Chapter 11.) 


SPACE STRUCTURES 


Supplies Needed 

balloons (various sizes) 

tape 

plaster (see pages 328-330) to mix 
string, yarn, or cloth 

paint 


Procedure 

1. Inflate balloons and use them individually or attach balloons 
of various sizes with tabs of masking tape. 

2. Mix the plaster as directed. 

3. Dip string, cloth or yarn, into the wet plaster and then apply 
it to the inflated shapes. 

4. Make sure the yarn crosses over itself frequently so that the 
plaster form is strong. Add decorative elements. 

5. Let the plaster dry and then pop the balloons. 

6. Spray paint the forms. 


LINE-DESIGN BOARDS: STRING ART 


Your students have probably made simple line designs using 
pencils and rulers, but they can be as simple or as complex as 
the designer wishes by using three-dimensional materials. 

The fundamental idea is that a line is made by connecting 
pairs of points (in this case, stretched string) so that the design 
appears to be acurved shape. The simplest beginning design can 
be made by drawing a right angle. Mark off equidistant points 
every 14-to 1 inch so that each leg has the same number of 
points. If the points are numbered, the connecting points will 
be easy to see. This means, connect point 1 to 1, point 2 to 2, 
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10-13 With pencil or string, 
connect points I and 1, 2 and 2, 
and so on. 


10-14 This fourth-grade Korean 
student had difficulty at first with 
language communication, but was 
greatly admired and successful in 
creating line design boards as an 
inventive tool. Substitute cardboard 
with punched holes threaded with 
yarns for young artists. 
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and so on. The visual effect appears to be curved even though 
the actual lines are straight. 

This art experience is appropriate for students of all ages— 
even preschoolers—if the concept is kept clear and simple. Such 
mathematical concepts as measurement, organization, and 7 
planning are necessary to make good line designs. (Very young 
students can prepare simple cardboard shapes and cut small slits 
into the outside edges of the cardboard. Attach the end of 
colored string, thread or yarn into a slit. Thread it to another 
slit, and wind and weave several threads, string, or yarn to form 
designs.) From first grade up, students can use geometric shapes 
and V-, Y-, and X-shapes in their line-design boards. 

A variation is to keep the right-angle concept in mind, and 
then to take one side of the angle and make it shorter. Keep the 
number of points on each side the same, squeezing up the 
points on the smaller size. Still match numbers 1 to 1, 2 to 2, 
and so on (the points will have unequal spacing). Now change 
the angle, making it an obtuse angie; change it again to an acute 
angle. There is no limit to the designs that can be generated once 
the concept is understood. 


Supplies Needed 
wood boards or fiberboard, about 6 6 inches 
sandpaper 





paper patterns, pencils, and a ruler 

finishing nails and a hammer 

spray paint 

colored string or embroidery thread for designs (young students 
can use rubber bands around the points; then, if mistakes 
occur, they can easily be changed) 


Procedure 

1. Secure the boards from a lumberyard (pine scraps are fine). 
Sand them. 

2. Spray paint the boards with an oil-based paint. Let them dry 
completely. 

3. Plan a paper pattern first. Lightly glue the design on to the 

board on the corners. 

Hammer nails through the design at designated points. 

Tie the first string to the first nail. 

Continue the design, going from point 1 to 1, point 2 to 2, 

as shown. 


le 


Creating Toys 


Until the nineteenth century, toys were lovingly made by 
hand to delight and amuse young children. Today, toys are 
manufactured for us and are beautifully packaged by machin- 
ery. Making toys can involve everyone (adults, too) in continu- 
ously doing and solving. Cost can be kept minimal and the 


10-15 Toys always have delight- 
ed the imagination of children. 
These Mexican handmade painted 
wooden horses have movable parts 
that operate when pulled by a 
string. 
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important objective is what we can create. Simple materials, 
even throwaways, can be turned into imaginative toy designs. 
The word ży flashes delightful fantasies and imaginings to our 
minds. Toys can be anything that requires manipulation and 
offers the user a challenge. Playing with toys and games and 
doing arts and crafts procedures share many of the same behav- 
iors. 


They are self-motivating. 

They are discovery-oriented. 

They offer many possible alternatives. 

They do not require adult approval. 

They invite inquiry, exploration, and experimentation. 
They invite original solutions and independent thinking. 
They can modify behaviors. 

They require decision making and making value judgments. 


One fourth-grade teacher keeps a “toy idea box” in her 
closet. This box contains discards donated from home. To start 
yours, work from the following list, which suggests collectable 
materials that invite and challenge a child’s thinking. The 
materials require the child’s involvement to find unique solu- 
tions. The students manipulate the materials in fresh, new and 
inventive ways. We talk of brain storming with words; here we 
brain storm with materials. The i ah is to explore without 
predetermined outcomes. 


marbles, batteries, propellers, rubber bands, wheels, old 
clocks and radio parts, all kinds of cloth and metal scraps, 
yarn, buttons, bells, beads, braiding, sequins, lace, linoleum, 
scraps, old cameras, typewriters, adding machines, pocket 
computers, springs, pulleys, gears, woods, rug samples, metal 
foil and gift wrap, papers, magnifying glasses, telescopes, all 
sizes and shapes of plastic containers, trays, bottles, lids, old 
jewelry parts, old toys, old photographs, old post cards, old 
doll parts, halloween masks, old clothes and costumes, old 
furniture, old picture frames, boxes of all shapes, corrugated 
cardboard, nails, old signs, sea shells, wire, old lampshades, 
burlap, Styrofoam, carpet rolls, rocks, simple tools, bones, 
seeds, feathers, and glue. 


Leave the box of collectables available all year long. Offer 
display space for projects and encourage discussion and the 
interaction of ideas. Provide students with time for thinking 
and problem solving. Suggest ideas to expand those of the 
students and ask students to devise multiple ways of solving 
design problems. The artist and craftsperson often works 
through a problem while manipulating materials, exploring and 
“playing with” ideas. The artist is a self-motivator. 

As soon as one idea gets under way, the ideas start flowing. 


Keep notebooks of your ideas and sketches for them. If we 
neglect to write down our inspirations, we often forget them. 
Sketches lead to thought building, and they can easily be re- 
ferred to. Share your ideas with others. Reinterpretation and 
idea storming will lead to new discoveries. You will be amazed 
at what will happen during the year to your classes “toy idea 
book.” 

We are still uncovering the many notebooks of Leonardo da 
Vinci. He was a hero in terms of being a self-starter. His many 
sketches indicate to us the original, inventive machines that he 
developed. The following is a list of possible toy inventions to 
include in your crafts curriculum. 


a sound machine 

a pulley machine with rubber bands 
a push or pull toy 

a “save the city” toy 

“Inventing a new tree” 

time machines 

a haunted house 

a colonial miniature room 

windups 

flying machines 

catch the wind toy 

an ocean house 

ride the clouds toy 
three-dimensional puzzles 

sensory toys: feeling boxes and smell bottles 
space structures 

fantasy sculptures 

old toys into new ones 

a “do nothing” toy 


OPTICAL SPINNERS 


These moving optical illusions will have everyone spinning. 
Excitement develops as the colorful, free-form designs on the 
cardboard move unpredictably. It’s fun for all who spin. 


Supplies Needed 

cardboard, heavy paper plates, plastic lids or plastic meat trays 
cut into 4-inch circles 

a 36-inch length of string 

felt-tip pens or crayons 


Procedure 
1. Cut a 4-inch circle from cardboard, a paper plate, lid, or a 
plastic meat tray. 
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2. Create original bright, colorful designs all over the surface on 
front and back surfaces of the circle. 

3. Punch two holes (with a pencil) about 3/4-inch apart, near 
the center of the circle. 

4. Thread the string through the two holes and tie the ends of 
the string together. 

5. To work the spinner, place one loop of the string over each 
hand. 

6. Twirl the strings until they are tightly wound. 

Move your hands slowly apart and then back together again. 

8. The spinner will spin quickly, causing the design colors to 
blend and change into new designs. 


= 


TOPS 


English children create these toy tops for fun. 


Supplies Needed 

cardboard, paper plates, and plastic meat trays 
felt-tip pens 

sharp pencil 


Procedure 

1. Decorate a 4-inch circle with unique and imaginative de- 
signs. 

2. Push a sharp, pointed pencil through the center of the disc. 

3. Spin the pencil with the fingers. 


FLYING KITES 


We never outgrow the fun of flying kites, but how many of 
us have made our own? Did you ever wonder if kites were just 
for fun or had served other purposes?The best part of kites is 
that they need us to get them into the air and a windy day and 
open space in order to do their graceful dances. Kites can even 
be flown out of your classroom window. 

A part of kite history is the fact that a gigantic kite flew a 
camera over the earthquake that devastated San Francisco back 
in 1906. In this way, it was possible to get aerial photographs 
of the city. Kite flying is an ancient art that was started centu- 
ries ago in East Asia. Legends tell us of warriors who used kites 
in clever ways to outwit their enemies. Bits of paper and cloth 
have long been used for aerial toys in folk tales and in celebra- 
tions in many cultures, including those of the English, Chinese, 
Indians, and Japanese. In the Bayeux Tapestry, a kite flies above 
the foot soldiers of William the Conqueror (see Chapter 1). 
Benjamin Franklin is said to have flown a kite in an electrical 


storm; Guglielmo Marconi, Alexander Graham Bell, Sir Isaac 
Newton, and the Wright brothers all experimented with kites. 
Kites have been used for recording temperatures, wind velocit- 
ies, and humidities at altitudes of up to 24,000 feet. Kites were 
used to carry the first line of a suspension bridge across Niaga- 
ras gorge, and they have carried observers into the air and even 
pulled carriages. A popular hobby today is the soaring kite 
called the hang glider. People attach themselves to kites and fly 
with the wind from one point to another. Kite shops now sell 
bright, colorful, kites imported from all over the world. Im- 
ported kites include the eleven-disc centipede kite that is 7 feet 
long (and can be made longer) with one hundred legs, and the 
19-foot Indian dragon kite. Kite meets have been springing up 
all over the country. They give kite enthusiasts a chance to 
show the airworthiness of their latest creations. The object is to 
design kites to see which will attain the greatest altitude, long- 
est flight, and quickest climb. 

In order for a kite to fly, it must be balanced properly; there- 
fore, trial and error are applied to balancing the unit. If the 
balance is not correct, differences must be checked in the rigid- 
ity, the paper or fabric tension, the amount of the bow, and the 
length of the bridle line (it may need shortening, lengthening, 
or shifting), one must always check for tears in a kite. Length- 
ening the tails may help to adjust a weight distribution. 

It is estimated that over 80 million kites will fly this year. 
Dinesh Bahadur, a proprietor of kite stores, says, “That feeling 
of contact from the kite through the fingers to the heart is what 
gives kite flying its beauty and value. I have had the feeling that 
kites are always lifting me up.” 


KITE I 


Supplies Needed 

lightweight sticks (a split yardstick is fine) 

discards from the lumberyard 

string and glue 

butcher paper, or plastic sheeting (garbage bags), Mylar 

cloth scraps 

carpet Warp 

designs for kites—paint on or appliqué butterflys, fish, dragons, 
faces, moths, insects, flowers, and the like 

drawing materials: crayons, felt-tip pens, tempera paints 


Procedure 

1. Each student needs two lightweight sticks: a 36-inch stick 
and a 30-inch stick. The students can work in pairs to tie the 
sticks. 

2. First, measure 7 inches from one end of the long stick and 
mark it with a pencil. Also make a mark 15 inches from the 
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end of the short stick. Lay the short stick across the long 
stick matching the pencil marks. 

3. One student can hold the sticks while the second ties the 
string firmly at the intersection of the sticks. Use a back- 
and-forth direction. If the sticks are still wobbly, apply some 
glue at the intersection. 

4. With the carpet warp, wrap the end of each stick several 
times and move along the outside, going from stick to stick. 
Be sure the carpet warp is taut because the paper cover is 
later pasted over it. 

5. Lay the kite frame on top of the heavy paper plastic or cloth. 
Draw around the frame; leave a 114%4-inch margin all around. 

6. Cut out the shape and draw and paint on designs. Let it dry. 

7. Place the side with the design face down on the floor. Center 
the wood frame over the paper. Make %-inch cuts in the 
paper where the four stick ends will be. Then bend the 
14%4-inch margin over and around the string and glue the 
paper down. Let it dry. : 

8. For stability a tail must be added. The tail length will depend 
on the wind, but it should be at least 8 feet long; tie cloth 
scraps together at intervals to strong string. 

9. To bridle the kite, tie a string from one end of the long stick 
to the other end; leave enough slack so that the string stands 
out 5 inches from the frame at midsection. Tie the short 
sticks in the same way. Tie the flying string at the intersec- 
tion. Adjust the bridle string during flight. Add or remove 
pieces of the tail as the wind demands. Experiment and 
design your own kite. Have a school “fly in” contest. 


KITE II 


On May 5 of every year in Japan the Tango-No-Sekku, or the 
Japanese Boys’ Festival, also called the Feast of the Flags and the 
Kite Festival, is held. On this day, all boys fly kites. In front of 
homes, symbolic kites fly from poles—the carp kite—one for 
each honored son (the largest kite is for the oldest son). The 
carp represents the qualities all boys hope to achieve: persever- 
ance, strength, and bravery. The carp swims upstream each year 
against the current to lay its eggs and is, therefore, thought to 
be a worthy symbol. The kite is made of paper or cloth. (See 
Color Figure 12) 


Supplies Needed 

colored, white tissue, or kraft paper 
plastic sheeting, cloth 

a strip of oak tag, 12 inches X ¥% inch 
paints, brushes and felt-tip pens 
newspaper and glue 

string, ruler, scissors, and pencil 


Procedure 

1. Cut two identical fish shapes about 30 inches long, 10 in- 
ches wide at the middle, and 6-\% inches wide at both ends 
(mouth and tail). The mouth must curve outward for the 
last 2 inches at the mouth ends. 

2. Paint and draw decorative designs on both sides of the carp. 
Place one side down and glue the second one to it along the 
1⁄2 -inch edge. Do not glue the mouth closed. 

3. Attach the round, fitted oak tag strip at the mouth: spread 
apart the mouth end, place glue along the inside mouth 
edge; press the oak tag strip onto the glued surface. (Leave 
enough paper or cloth along the edge—to fold over the oak 
tag.) 

4. Fold over the cloth or paper glued edge so that the oak tag 
strip 1s covered. 

5. The mouth should be round, open and completely covered; 
the inside oak tag strip is for strength. 

6. Draw three evenly spaced pencil marks on the mouth ring. 

7. Make a small hole in each mark. With a 12-inch-long 
thread, tie into two holes. 

8. With a 7-inch-long thread, tie into the remaining hole and 
into the center of the 12-inch thread. 

9. All threads should be of equal length and meet in the cen- 
ten 

10. Tie a thread loop onto a longer kite string, or tie it to a tree, 
window, or pole outside and let the wind fly the kite for 
you. 


KITE II 


This kite is probably the most fun to fly. It is the “design and 
decorate your own” kind. Traditionally, most Oriental and East 
Indian kites are flat designs, such as Kite I. Three-dimensional 
kites such as the box kite, the tetrahedron, and the centipede 
are challenging to design as well. To begin, plan a general sketch 
of what appears to be a satisfying and feasible design. Design 
an imaginative outline shape with framing and add a light cov- 
ering. A variety of materials to choose from are listed here. 
Construct a kite, add a flying line, and wait for a breeze to carry 
your kite aloft. 

Have a partner carry your kite about 100 feet down wind 
from you. Ask him to fan out the tail behind the kite and toss 
it up. Pull on the line as he does this. The kite will climb into 
the sky. Fly light kites in a light wind. 


Supplies Needed 

for framing: either strong birch dowels about 3/16-inch in 
diameter, rattan basket-weaving material, split bamboo poles 
cut into 44-inch strips, bamboo garden stakes, bamboo strips 
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10-16 Kite flying ts an ancient 
art and a popular sport today. 
More enthusiasts enjoy the chal- 
lenge of designing their own crea- 
fions. 
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from window blinds, or small sticks. (Balsa wood breaks too 
easily.) 

coverings: any size grocery bag (cut off the bottom), a plastic 
trash bag (24 X 36 inches or larger), polyethylene rolls (sold in 
garden shops), dry cleaners bags for lightweight kites, light 
nylon fabrics, cotton sheeting, Japanese rice paper, and alumi- 
nized Mylar, which is a polyester with a reflective coating of 
aluminum or gold; it is difficult to tear it and very striking as 
it moves in the wind. 

decorations for plastics: crayons, permanent felt-tip pens, 
acrylic paints, or colored tape. 

fastenings: glue plastics to frames with hobby store cements, 
adhesive cellophane, or polyester or reinforced tapes. Use white 
glue for papers; stitch cloth over a frame with a fast running 
stitch. 

lines: cotton string, about a 4-ply, nylon monofilament line 
from light to heavier line, depending on the kite weight (10- to 
50-pound test). 

reels: Use a strong reel with nylon cord as it stretches; a 
1-inch dowel piece or strong cardboard tubing. 

bridle: two or more strings tied to the kite frame (not the 
covering); the position of the ties determines the angle at which 
the wind will strike the kite. Use cotton kite line. 

tails: long and lightweight to fly the kite better. Tie on pieces 
of paper, lightweight rags, or plastic or Mylar strips, or use 
open-ended paper cups (with the wide ends facing the kite) tied 
to a cord every 8 to 12 inches. 


Musical Instruments As Art 
Experience 


Music is for all living creatures. It is a universal art shared by 
man and, possibly, by insects, animals, and plants. 

One way to discover the world of sound and music is to 
construct your own instruments to produce different sounds 
and rhythms. Cultures throughout history have shared the dy- 
namics of music with the visual arts. Every period in history 
appears to have produced sounds in unique ways. Even today, 
African music has no rules about scales or order of notes. What 
is beautiful to the music maker is the sound created. What is 
important is not the complexity of the instrument, but the way 
the sounds are put together. Pueblo Indian music is thought to 
be one of the most complex of any music played by North 
American Indians. Its purpose is to bring supernatural help to 
crops and people. Much of the Pueblo music is choral. Their 
songs contain lines of varying lengths, and, rather than a regular 
beat, there can be a different beat for each measure. Their 





musical artifacts, (made from bird-bone whistles, turtle shell, 
gourd and cocoon rattles, and skin drums) illustrate the close- 
ness of the Pueblo people to the earth. 

Consider the following qualities before you construct instru- 
ments: 


The sound qualities to be achieved 

The aesthetics of the instrument to be constructed. The suita- 
bility of the materials to the desired sounds 

The size and shape of the instrument in relation to the hand and 
mouth 

The durability and cost of the materials to be used 


Have fun constructing instruments—before you know it, you 
will be practicing music makers. 


PERCUSSION INSTRUMENTS 


Our first introduction to rhythm is as infants, slapping our 
hands on surfaces. And everyone enjoys beating out rhythms 
with their hands or feet. Any metal object makes a bell-like 
sound when it is hit with another object. Collect metal utensils 
from the kitchen or junkyard or use toy parts or old car parts. 
Drill holes in the metal objects and suspend them on string from 
a long stick or broom handle. Collect old spoons and forks in 
all sizes, flatten them with hammers, drill holes in them, and 
suspend them from various lengths of nylon cord. Hit them 
with another spoon. Discover the various syncopated notes you 
can create with these simple objects. 


10-17 Ancient people used avail- 
able materials for their musical in- 
struments. Pictured from the drum, 
counterclockwise, are prehistoric In- 
dian instruments: Yagui cocoon rat- 
tles, which are strung and wrapped 
around dancers legs; a Hopi turtle- 
shell leg rattle; Hopi gourd rattle; 
Yagut rattle; Hopi wood and 
strung-turquoise instrument; and a 
Pueblo wood and skin drum. 
(Courtesy of Heard Museum, Phoe- 


nix, Arizona.) 
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CYMBALS 


Try clapping pot lids together to imitate the sound of cym- 
bals. Decorate them with paint for a visual effect. 


DRUMS 


The drum is the historical instrument of Africa. The Pueblo 
Indians also, use the drum as their main instrument when they 
dance. 


Procedure 

1. To make a drum similar to the one used by the Pueblo 
Indians, stretch a leather skin over a clay pot. 

2. Dampen the leather first and stretch it tightly over the pot. 

3. Attach it to the pot with leather lacing. Other types of drums 
can be made from carved coconut shells and large gourds. 


Hat boxes, tin cans, salt boxes, and round cereal boxes all 
make good drums. Decorate them with your own unique de- 
signs and play them with wooden spoons, dowels, bones, or just 
a pencil. The most effective of the simple drums one can make 
is the inverted wastebasket. Turn a metal wastebasket upside 
down on the floor or in your lap and beat away. 

Or paint an old cookie tray and beat on it with a drumstick 
made from a piece of a broom handle, covered with an old sock 
that is tied on with string or a rubber band. 


BELLS AND CHIMES 


Flower Pot Bells 

Select (or make) a variety of sizes of earthenware flower pots. 
Build a holder such as a long wooden frame box. (Knock out 
the bottom of a wooden grocery box.) Tie each pot onto a piece 
of leather. Suspend the pots upside down, from their leather 
ties, into the holes in the box. Arrange them in sequence so that 
the dangling pots will make sounds from low to high (larger 
pots have deeper sounds). Decorate them with acrylic paints. 


Musical Glasses 

Even famous musicians play this game. Select glasses in a 
variety of sizes and shapes. Create a scale of sounds by filling 
the glasses with varying amounts of water. More water in the 
glass causes the glass to make a lower sound when it is struck. 
Color the water with vegetable coloring for a visual effect. Tap 
each glass with a spoon or fork. Bottles can be used instead of 
glasses in the same way. (Try blowing over both.) 


Nail Chimes 

Tie a variety of painted nails (of varying lengths and widths) 
with string to a long wood dowel. Vary the length of string. 
Space the nails about 3 inches apart and strike them with a 
metal object. Exchange old spoons or forks for the nails. Experi- 
ment for different rhythms and bell notes. 


Bracelet Bells 

Sew on small bells, shells, bottle caps, and other sound- 
producing objects to a strip of leather or cloth. Tie the cloth or 
leather to your wrist or leg. Listen to the sounds as you dance. 


XYLOPHONE 


Procedure 

1. Cut a 10-foot long and 3/4-inch (or 7/8-inch) wide piece of 
electrician’s pipe (either copper or steel) into graduated 
lengths with a metal saw (between eight to sixteen lengths 
of pipe). 

2. Pad two strips of wood lattice (about 14 inches long) with 
felt or cloth. 

3. Lay the various lengths of pipe perpendicular to the two 
wood strips (one strip across the top; one across the bottom). 

4. Vary the distance between the pipes and experiment for 
sounds. 

5. Use a wood bead on the end of a dowel for a beater. 


SHAKERS AND RATTLES 


All kinds of cans and boxes can be filled with seeds, rice, 
beans, pebbles, sand, metal objects, or anything small enough 
to make rattling sounds. The principle here is that of the papier- 
maché maracas made by Latin Americans. Shake the filled cans 
or boxes up and down, sideways, and in circles; tap them with 
your fingers; and gently strike them against each other. Paint 
designs on them. 

The Pueblo Indians made rattles from gourds filled with peb- 





10-18 Shake out a secret message 
with your own tambourine. 
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10-19 Organic driftwood pieces 
can become handsome textured 
sculptures. Whittling, with a jack- 
knife and soft woods, is a reward- 
ing experience for students. 


bles. They decorated the carved gourds by painting on designs 
with clay slip. Other type of rattles were made from shells of 
the desert land tortoise. 

Another type of rattle can be made by placing a Styrofoam 
ball at the end of a dowel or pencil. Cover the ball with decora- 
tive cloth and sew on any objects that will make noise when 
shaken. Use bells, tin can lids, or empty nut shells. 


Tambourines 

Join two pie tins at their centers with a brass paper clip, so 
that the bottoms are touching. Drill or punch holes along the 
edges of the plates. Hammer flat some bottle caps and punch 
holes in them. String the bottle caps with wire or string to the 
holes in the pie tins. Tie them securely so they won't shake off. 


RHYTHM STICKS 


Use ordinary wooden sticks or dowels about 12 inches long’ 
and of any diameter. Sand the sticks smooth and paint them. 
Strike or rub the two sticks together. For a different sound, 
carve small slots about 1 inch apart in the top surface of one 
stick. Rub the other stick across the grooves. To deepen the 
sound, rest the end of the notched stick on a basket or gourd. 
The Indians used the shoulder blade of a deer to rub across the 
notches in a stick of wood. Discover for yourself the varying 
sounds that can be made by rubbing various wood and bone 
objects together. 

Go on a stone hunt to find stones of different sizes and 
shapes. Paint the stones and cover them with a plastic finish. 
Rub or strike a variety of stones together. 





Washboards are an old favorite as instruments. Just rub them 
with different tools to produce a variety of sounds. 


STRING INSTRUMENTS 


Banjos 

Use a small wooden or cardboard box (a milk carton or cereal 
box about 2 inches deep works also). Cut 1/2-inch grooves 
along the top of two sides of the box that are opposite each 
other. Stretch string or rubber bands tightly across in the 
grooves (much like a warp). Rubber bands of various sizes will 
create varying sounds—the smaller bands will stretch farther 
and make higher sounds. Pluck the banjo gently with your 
fingers or use a toothpick to strum. A more elaborate banjo can 
be made from a carved gourd or painted cigar box. 


Wood 


WOOD CONSTRUCTION 


Wood, being a natural material, is a special favorite among 
craftspeople. Using wood scraps and even old toys is fun and 
fascinating for students of all ages. It is through keen vision, 
experimentation, and imagination building that these shapes 
can form sculptures, skate boards, stilts, soapbox racers, whis- 
tles, and many other clever concoctions. 


Supplies Needed 

Wood shavings, dowels 

lumberyard scraps, pine boards 

wood from trees, stumps, and branches 

old wooden household articles 

old toys 

toothpicks 

wood sticks such as counting sticks (comes in colors) 
nails and hammers 

tissue and cellophane paper and felt and cloth scraps 
white glue 

paint, stains, and brushes 


Procedure 

1. Collect interestingly textured wood shapes. 

2. Discover what you can do with the wood: pound it with 
nails and hammers, point tools into it, and scratch and carve 
away at it with tools. Determine its hardness. 

3. Arrange the wood shapes into the most pleasing arrange- 
ment, changing the shapes and reevaluating the design. See 
if the shapes of the wood can suggest designs. Consider line, 
spaces and movement as well as planes. 
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10-20 Wood collage stresses 
form, texture, pattern, and repeated 
shapes. Use woods from tree limbs, 
pine boards, dowels, crates, and 
lumberyard scraps. 


Secure small and lightweight wood pieces by gluing them 
with white glue. (Fast-drying household cements speed up 
the drying process.) 

Nail and hammer large pieces of wood together. 

After completing a construction, sand any rough edges, if 
desired. 

Paint or stain the finished scupltures. Add any further 
decorative pieces. 


WOOD COLLAGE 


Sand small wood scraps, and gather wood shavings and drift- 


wood pieces. Glue them to a surface of thin wood or Masonite 
(cardboard will warp from the weight). Build an entire environ- 
mental collage panel. 


STICK OR STRAW SCULPTURE 


Procedure 


ul 


Lay out sticks into designs (squares, triangles, and free-form 
shapes) and glue them together on waxed paper or foil to 
prevent sticking. 

After these small shapes have dried, begin to build a larger 
construction by carefully adding more shapes with glue. 
Prop up the shapes, if necessary, or glue the sticks together 
into a constructed form adding each stick as you build. 
Fill the insides of some of the created shapes with colored 
cellophane, tissues, plastics foil papers, or crayon shavings 
ironed inside waxed paper. 





5. As straws are pliable and ideal building units, construct 
round and free forms with them; try twisting, pleating, and 
bending the straws into shape. 

6. Attach the straws at the joints with the glue, nonhardening 
clay, marshmallows, or gumdrops. 

7. Straws can also be strung on string, joined with 2 U-shaped 
pipe cleaners (One in each straw catching each other) and 
with paper clips. The paper clip used regularly will provide 
a flexible joint; open the clip into an S-shape (one clip in each 
straw) and join for a stiffer connection. 


CARVING WOOD 


There is something very special about working with wood. 
The feel of the texture, the look of the grain, and most especial- 
ly,the smell of the wood all combine to make for a unique 
sensory experience. 

One of the best reasons for working in wood is to learn the 
various kinds of wood that are available in our environment. 
Looking for aesthetic shapes and forms and thinking how one 
can relate forms to achieve an interesting sculpture are also 
valuable experiences. Wood is available to students as a result 
of trips to forests and the deserts. A search along paths on the 
way home from school also can provide wood scraps. Learn to 
classify various woods and grains. 





10-21 These wood shapes were 
first drawn on one large piece of 
14 -inch plywood and then cut out 
with a saw and painted. Holes al- 
low for hanging. Styrofoam sheet- 
ing can be substituted for wood. 
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When carving with a found piece of wood, first remove the 
bark. If the wood is still wet, it will be hard to work. Select 
pieces of wood that have been weather dried in the sun or dried 
in a warm basement or attic. It is fun to find woods that have 
unusual shapes and textures on ocean beaches, fields, or woods, 
and it is also fun to imagine where they all drift in from. Try 
cutting into the wood to estimate its degree of hardness. 

Balsa wood is handy for classroom use. Pine cut ends, availa- 
ble at lumberyards, and scrap branches are good for beginning 
woodcarvers. Often, the simple beautiful shape of the wood 
itself will determine the final carved shape. (See Figure 10-19). 


WOODWORKING TOOLS 


In the elementary school classroom, simple tools can be used 
effectively: gouges, mallets, nails, rasps, chisels, saws, and dull 
knives. Typical carpenter’s tools are the hand saw (coping saw), 
square, tape measure, and drills. Needed, too, are sandpapers, 
clamps, and a power hand tool for grinding, drilling and polish- 
ing. Power tools are very helpful, but they must be used under 
supervision. Dull knives are very practical, if used with caution, 
and are very versatile. Most of us, as young children, can 
remember whittling objects from branches with simple pocket 
knives as our basic tool. 


WOOD TEXTURES 


Use a wire brush and work with the grain to enhance the 
texture of the wood. The soft intermediate wood layers will 
brush out, leaving the harder grain and accentuating the natural 
forms in the wood grain. Another technique for raising surface 
texture is to use the flame of a candle, or a propane or acetylene 
torch. Burn the surface until the wood gives off a red glow 
under the flame but is not hot enough to continue to burn after 
the flame is removed. Wipe the wood with a damp rag. After 
burning, use a wire brush to take away the softer woods. You 
will be able to see a difference in the color and shine of the 
wood. 

Try brushing with different intensities, from soft to hard. 
You will find that you will be able to achieve a variety of 
textures and even colors with this technique. Burnishing is still 
another technique that is done by rubbing the wood with a hard 
object such as another piece of wood, bone, stone, or glass. You 
will probably have to rub fairly hard, but the wood becomes 
beautifully polished. Even wood shavings can be used for rub- 
bing to achieve highlights in the wood. 

For those times when you want a smooth finished surface, 
such as on parts of driftwood, or on an object you want to paint, 


gradually change from rough to finer-grained sandpaper until 
you have the finish you like. In certain instances, a contrast of 
rough and smooth textures is very beautiful. 


WOOD FINISHES 


1. Pure lemon oil is a simple and inexpensive polish that 
should be used sparingly. It is commonly preferred for fur- 
niture, especially antiques, and should be used about once 
a month. 

2. Liquid shoe polish soaks into wood and produces dark col- 
ors. Solid shoe polish is a good wood finish, also. 

3. Solid-type wax finishes give uniform colors. 

4. Salad, olive, or mineral oil keeps wood from drying out. In 
kitchen utensils, it keeps wood from becoming water- 
logged. Rub oil into wood with a soft cloth. 

5. Use hard carnuba floor wax, then polish with a soft cloth. 

6. Petroleum jelly is not sticky and gives a silky feel and look 
to wood. 

7. Varnish, shellac, and lacquer are synthetic finishes and 
should be applied as directed on the cans or sprays. 

8. Paint requires a smooth surface and the use of a filler some- 
times before regular and enamel products are applied. On 
whittled figures, apply a coat of gesso first, or use a flat 
white ordinary house paint as a base. Glossy enamel paints 
give intense, high color. 

9. Thinned watercolor, acrylic, and tempera paints can be 
used as stains. Brush them on or apply them with a soft 
cloth. 

10. A simple permanent stain is a burnt umber oil paint, 
thinned with turpentine to give the desired color. 

11. Powder paint can be mixed with water, linseed oil, or tur- 
pentine. Rub it on with a cloth. 

12. Crayons can be rubbed into wood. Then run a cloth damp- 
ened with linseed oil over the wood. 


Carving 


SMOOTH GOURDS 


Collect gourds in the fall of the year when they are ripe. 
Carve them with a nail or small screwdriver while they are still 
moist. Consider the all-around design of the individual shape 
and divide the gourd into interesting spaces. Then carve the 
designs into these spaces. Let the gourds dry. In Africa, carved 
gourd pieces are used to block print fabrics. The dry gourds are 
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10-22 Gourds provide for carving 


skills and experiences in planning 
designs that go around a surface. 
After cutting, they can be painted, 
dyed and waxed, or left as they 
are. 


324 





boiled in water until they are moist again and the outsides are 
cut to desired sizes and shapes. The block is then used as a 
repeated stamp print. If your gourds have dried out, try soaking 
or boiling them to make them soft enough to carve. 

After the gourd is dry, rub it with a wax shoe polish (liquid 
shoe polish gives intense color; paste shoe polish gives a delicate 
tone). Colors that work well are oxblood, tan, and brown. Let 
the polish dry and then shine the gourd. Or try drawing into 
the incised lines with felt-tip pens. If you wish, drill the gourds 
and hang them on cords to display them. 


WAX 


The same carving techniques can be used on wax. Pour col- 
ored melted paraffin into greased containers such as milk car- 
tons. If there are dips in the center, melt some more wax and 
fill them. Try pouring the wax into unusually shaped molds 
such as hollow plastic balls, plastic toys, and egg molds. Carve 
the hardened wax with simple tools such as nails, hard sticks, 
linoleum or wood carving tools, or dull knives. Scratch the 
design on the surface of the wax, and then carve the design to 
the depth desired. If you are making a candle, insert a thin 
candle with a wick into the mold before pouring the wax. 


SOAP 


A traditional carving project is to simply carve a shape from 
a bar of soap. Use a nail or dull knife and carve the bar, turning 
it often to consider its three-dimensional surfaces. Carved 
pieces of soap can be joined by inserting toothpicks into them. 


PLASTER 


Students enjoy carving in three-dimensional media. Studying 
the art qualities of sculpture, both from real objects or pictorial 
examples, adds to the students’ knowledge of sculpted design. 
Viewing art from all angles, feeling forms and textures, and 





considering both positive and negative design forms all add to 
the students’ conceptual development. Sculpting some materi- 
als may require too much skill for students; plaster mixtures 
offer a lightweight material that provides the student with an 
opportunity to carve his ideas with simple tools. Skills devel- 
oped in cutting, scratching, and gouging indicate the subtractive 
process as opposed to the modeling process. In working with 
plaster, the design forms are created by taking away from the 
whole. 

Prepare a plaster mix as directed under plaster casting, pages 
328—330. If you want to, add color, coffee grounds, or vermicu- 
lite (from building supply houses) for interesting textures. Oil 
or rub with Vaseline any form you plan to use as a mold, such 
as a Shoe box. A small milk carton is a good size with which to 
begin. Another interesting form can be created by pouring the 
plaster into a sturdy plastic bag; squeeze and alter this free-form 
shape as the plaster hardens. Or try building an interesting 
shape with a wire armature (coat hangers will do). Work 
quickly with the plaster, a spoon, and a knife to build on top 
of these wire forms. 

When working with a mold, let the plaster harden and then 
tear away the outside mold. Carve the plaster with simple 
kitchen tools, nails, or chisels if they are available. Dip the 
plaster form in water to soften the surface for easier carving. 
When the carving is finished, sandpaper it for a smooth texture, 
if desired, and rub the sculpture with clear or colored shoe 
polish or with a cloth that has been dipped into diluted paint. 

Try draping plaster-soaked bandages, which are available at 
drug supply stores, around wire, ballons, wood armatures, or 
molds. 

No one tires of doing handprints or footprints in plaster. 


10-23 From left to right, a clay 
head; a glue, tissue paper, and 
straw mobile; a carved and painted 
plaster block; and a sanded and 


painted wood block. 
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Simply mix the plaster as directed and pour it into a paper plate 
or aluminum pie plate. Rest a hand in the plaster for a few 
minutes. Remove the plaster mold when it is dry. 


RECIPES FOR CARVING MATERIALS 


Supplies Needed 


1 part plaster 1 part cement 1 part sand 
or , or 
1 part sawdust 5 parts Zonolite 2. parts plaster 
or 1 part Zonolite or 
3 parts plaster 2 parts vermiculite 


2 parts vermiculite 
3 parts water 


Procedure 
1. Mix the dry ingredients with water until the mixture holds - 
together and is a smooth, creamy consistency. Stir well. 

2. Pour the mixture into molds such as milk cartons or card- 

board boxes that have been covered with shellac. 
3. Let the mixture set until it is dry and hard. 
4. Carve the hardened material next day. 


Checkpoints 


1. All plaster castings or carvings can be given a shiny finish by 
dissolving soap flakes in a bowi until they are like cream and 
then soaking the plaster in the solution for 30 minutes. 
Remove the plaster from the solution and polish it with a dry 
cloth until it shines. 

2. Proportions can be changed to vary the hardness of the 
plaster—the greater the amount of plaster, the harder the 
mix. 

3. Mix the plaster in pliable plastic buckets. 

4. After the mix has been poured into containers (molds), the 
plaster will harden quickly. Shapes can be carved after about 
30 minutes. The blocks will keep indefinitely while they are 
in the molds. 

5. If a plaster shape becomes too hard during carving, submerge 
it in water to soften it. 

6. Have the students place their plaster carving inside of a 
cardboard carton as they carve. This helps control the dust 
and small cut pieces of plaster, which then can be thrown 
away. 

7. Carving tools can be anything from spoons, nails, blunt 
knives, small old saws, files, chisels, or pocket or paring 
knives (for older students). Try carving coal. 


8. Molds can be any container; milk cartons are already waxed, 
but other containers can be lined with waxed paper or 
greased with oil or vaseline. 

9. Sandpaper and fine steel wool remove rough textures. 


Mosaics 


Plaster grout is used for mosaics of all kinds. Seeds, tile, 
pebbles, rocks, wood, and scrap materials can be glued to any 


10-24 Unusual outside shapes 
inspire this seed and bean mosaic 
done by a first-grader. It empha- 
sizes touch and textural qualities. 


10-25 A mosaic table was made 
by gluing down glass pieces to a 
plywood base. Plaster grout was 
then poured around the shapes to 
fill in the open spaces. Wood pieces, 
stones, jewelry, and broken pottery 
also can be used for mosaics. 
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hard surface such as Masonite, wood, or heavy cardboard. The 
grout is then poured around the objects and then hardens. Wipe 
off any excess grout. (Substitute baker’s clay for plaster.) 


EGGSHELL MOSAICS 


Supplies Needed 

eggshells 

seeds (pumpkin, watermelon, and sunflower) 
beans (dried corn and others) 

vinegar and water for a cleaning solution 
quart jars 

food coloring 

glue and small brushes to apply it 
drawing tools (crayons or felt-tip pens) 
plastic spray or shellac (for finishing) 
cardboard backing 


Procedure 
1. Wash the eggshells gently in soapy water. 
2. Soak them overnight in a vinegar and water solution to 
remove egg membranes. 
3. Spread the shells apart and let them dry. 
Crush the shells between sheets of waxed paper. 
5. Divide them among several jars and add food coloring or 
tempera paint to each jar. 
6. Leave the shells in the dye until they are desired color. 
7. Prepare designs on a cardboard. 
8. Apply glue with a brush or cotton swab in one area of the 
design. 
9. Sprinkle on shells in a desired color. 
10. Carefully shake off any excess shells and replace them in 
their jar. 
11. Continue applying areas of glue and colored shells to com- 
plete the design. 
12. Add areas of dried beans and seeds. 
13. Let the glue dry. Finish the project by coating it with a 
plastic spray. 


D 


Casting 


PLASTER CASTING 


Plaster casting is best done out of doors in a place where 
water is available. The beach or a sand pile is a ready made place 
to do sand casting with plaster. Have the children wear old 
clothes and remove all jewelry from their hands. 


PREPARING PLASTER 


Supplies Needed 

forks and spoons 

plastic bucket 

Water 

stick (for mixing) 

casting plaster (available at hardware stores; 4 cups of plaster 
to 1 quart of water) 

sand 

boxes of desired size: shoe boxes, plastic cups, milk cartons, and 
small boxes for jewelry-sized pieces and wall hangings 


Procedure 


1. Fill a container with sand. 

Wet the sand with water, but do not get it soggy. 
Smooth the surface sand with your hand. 

Carve a design into the sand with a stick, about 1 inch deep. 
Decorate the surface with other tools such as forks and 
spoons; embed old jewelry, weeds, bones, stones, and shells 
into the sand. 


ee ae 


10-26 Painted rocks are placed 
into plaster before it completely 
hardens. The plaster was poured 
inside a wood frame. 
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6. Carefully demonstrate how those objects embedded in the 
sand will later project out after being cast with plaster. 
Most of the object will be placed into the sand with some 
part still visible; this part is captured by the plaster. See 
Figure 10-26. 

7. Prepare the plaster by first placing 1 quart of water into a 
bucket. 

8. Add 4 cups of plaster slowly until a small mound stays 
above the water surface. 

9. Stir the mixture with your hands until it is smooth. 
(Remove all lumps.) 

10. When the plaster reaches the consistency of heavy cream, 
pour (or spoon out) the mixture quickly onto the top of the 
sand in the bucket to a thickness of 1 1/2 inches. 

11. While it is wet, quickly insert paper clips, looped string, or 
wire Us into the back of plaster so that the casting can be 
hung later. 

12. Let the plaster harden for about 30 minutes, or until it is no 
longer warm. 

13. Invert the bucket to remove the sand, rinse the cast off 
under a hose (outside), and your casting is ready to be hung. 

14. Clean your utensils immediately, but never clean them in an 
inside sink or the drains will become clogged. 

15. A small amount of salt in the plaster mix will speed the 
thickening; vinegar will retard the setting speed. 


SAND CAST CANDLES OR SCULPTURES 


Before the advent of electricity, candles were very important 
in people’s lives. Our ancestors worked, ate, and lived by can- 
dlelight. Today, candles are used mostly for decoration. The 
initial candle shapes that you devise will entice you into invent- 
ing many more free-form candle sculptures. 


Supplies Needed 

a large sand pile, or a cardboard box filled with sand or in- 
dividual, large plastic or tin cans filled with sand 

wicks (or an old candle placed in the center for the wick) 
enough paraffin for the class 

broken caryons, colored candles, or food coloring wire (such as 
a coat hanger) or a pencil 

driftwood, bark, jewelry, braiding, plastic flowers, and shells 


Procedure 
1. Place the sand in the container to be used. If a large box is 
used, mark the sand in units then each student carves his 
shape in a unit. 
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Dampen the sand so it will hold its shape. 

Sculpt out the desired shape. If the candle is to stand, plan 
three or four legs, or indent a jar lid into the sand to provide 
a level bottom. 

Partially embed any decorative pieces into the sand. The 
embedded pieces are the ones that will show later; the piece 
you now see will have the wax around it. Natural forms 
such as weathered wood or pebbles work well. Plan some 
patterns, textures, and shapes pressed into the sand to add 
more interest to the finished candle. 

Suspend the wick from a piece of wire or a pencil from 
across the rim of the container so that it touches the bottom 
of the mold. See Figure 10-27. 

To make your own wick, soak a piece of heavy cotton string 
in a solution of 1 cup of warm water, 1 tablespoon of salt, 


dip? 








10-27 Either a large box or cans 
can hold sand for cast candles. 


10-28 The two tall candles were 
made inside a milk carton and a 
cardboard tube, respectively; the 
plastic flowers were inserted during 
the pouring process. The free-form 
shapes were cast in sand. 
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10-29 A large clay lump is hol- 
lowed out and designs are carved 
into its inside. The oblong shapes 
in the photograph were made by 
pressing a bone into the clay. Then 
molten wax is poured into the clay 
cavity. 


TO 


and 2 tablespoons of borax powder for 2 hours; or use a 
string that has been dipped in paraffin as a wick. 

Melt the paraffin in a large tin can over water, or use a 
double boiler, adding crayons for color, or melt a large 
amount of wax in a deep fryer. 

Pour the paraffin into the mold cavaties in layers, letting 
one layer cool slightly before proceeding. (This prevents 
holes and shrinkage in the wax.) To achieve multicolor 
layers, pour in various colored waxes, 

Let the wax cool for about 2: hours. 

Remove the candle from the sand, brush off the excess 
sand, or dip the outside of the candle into heated wax (this 
holds the sand to the candle). 


Alternate Procedure 


Candles can also be cast into wet clay molds. 


Use a large ball of clay (the size of a large melon). Open a 
cavity in the center 

Press objects into the inside walls of the cavity (we used 
round meat bones) 

Melt a large amount of paraffin in a deep fryer (add crayons 
for color). 

Carefully scoop out cups full of wax and pour them into 
open clay molds. The wax must be poured slowly so that it 
settles into layers (various colors can be used if desired). 
Let the wax harden—about 30 minutes. Then dig away the 
wet clay. 


Other candle shapes can be made by using various molds such 


as 


waxed, oiled, or greased cardboard tubes, oatmeal cartons, or 





milk cartons. (See Figure 10-26.) An interesting skeletal effect 
can be achieved by placing ice cubes into a milk carton and then 
pouring hot wax around them. Another candle design is created 
by whipping the paraffin while it is still hot (with an eggbeater), 
and then placing it over two blocks of paraffin that have been 
tied together. The result looks like a whipped cake candle. 
Decorations such as glitter can be added while the wax is still 
warm. Try embedding plastic flowers into the wax as you pour 
it. Another way to work with wax is to cover a cookie sheet 
with a 1/4-inch wax layer. When the wax is warm, break off 
pieces and shape them into birds, flowers, and abstract designs, 
with the heat of your hand. 
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Jewelry and 
Adornment 


One of the rewards of a crafts program is to hear the original 
designer say, “I made it myself.” From the making of simple 
designs to the wearing of one’s own handmade creations, from 
making strung clay buttons to painted pebble jewels, invention 
and skills are required. The treasury of crafts presented in this 
book relates to the art curriculum, but it can be expanded into 
a lifetime of search and discovery for the student. Bring the 
wonders of past and present crafts into your classroom. The 
student is an open-minded, curious, and spontaneous person 
who is motivated by the offer of knowledge. You, the teacher 
hold the key to success in crafts by your words, your inspira- 
tion, and your eagerness to encourage each child in the search 
and realization of his or her creative potential. 

Wearing a disguise and “dressing up’ .can make us feel 
changed and capture different attitudes. There are special times 
we want to invent our personalities, in a play drama or just 
disguise our appearance for fun. Behind a mask or costume we 
can become anything—a cowboy, a police detective, a spy-ring 
smasher, a circus clown, or even a famous television star. By 
mimicking characters we can become anything or anyone we 
wish. We can pretend to fly through space like Superman, jump 
back into time to chat with Benjamin Franklin, or float down 
the Nile River in Cleopatra’s barge. So with costumes, masks, 
wigs, makeup, hats, old shoes, and jewelry, we can become 
“dressed up.” 
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11-1 Practicing the traditional 
craft of metal enameling, these stu- 
dents expectantly await the trans- 
formation that occurs when metal 
and glass are heated in an electric 


kiln. 


"11-2 A second-grade artist holds 
his finished copper enamel piece, 
which he feels looks like a minia- 
ture painting filled with color. 








History of Jewelry 


The earliest evidence of decorative adornment appears in 
cave paintings from the Paleolithic era. The materials used then 
for adornment were considered valuable. For instance, a 20,000- 
year-old necklace of seashells from a particular region was as 
valuable tu its owner as a necklace of matched pearls is today. 
Other precious materials used were ivory, reindeer antlers, and 
amber (which is fossilized resin from pine trees). 

Decorating oneself, thus, goes back to early man. His craft 
materials were bones, weeds, horns, wood, shells, teeth, and 
rocks. He assigned special meaning to these body ornaments, 
as well as to the painting of his body. Sometimes the orna- 
ments recorded his experiences and at other times they had 
magical powers. Very simple tools were devised to drill holes 
and string objects for wearing. The same tools were used to 
carve hunting implements and intricate ornaments. As civiliza- 
tion progressed, many beautiful gems were found and were 
combined with rare metals. As more complex tools were devel- 
oped, man changed the design of natural rare stones and metal. 
(see Color Figure 13.) 

Early in European history most of the jewelry worn had 
special meaning, such as a memento or as a sign of social dis- 
tinction and, even more, of social privilege. In the nineteenth 
century, wearing jewelry that had no social significance was 
introduced. Up until the eighteenth century, both men and 
women wore jewelry; after the French Revoluton, it became 
more of a feminine expression. 

Today, in the handcraft revival, craftspeople are again enjoy- 
ing using natural materials for jewelry for their textures and 


colors: bones, stone, metal, ivory, wood, and fibers all interre- 
late beautifully. Craftspeople are also practicing old techniques. 
For example, they are producing enamels, an ancient craft that 
became a highly refined art form between the fifth and twelfth 
centuries in the hands of Byzantine craftsmen. 

We are fascinated by the brilliance of some stones; from the 
textures, colors, and surfaces of a discovered pebble in the road 
to the multiple secrets uncovered from the deep earth of rare 
stones that are later polished. No matter where you live, beauti- 
ful rocks and perhaps gemstones rest beneath your feet and are 
waiting for you to discover their luminous and mysterious 
qualities. 


INDIAN JEWELRY: OUR AMERICAN 
HERITAGE 


The turquoise stone has been cherished by the Indians of the 
Southwest for many centuries. As the legend goes, the stone is 
said to have special powers. If even a simple stone were tied into 
the hair, it would ward off calamity, and the wearer could avoid 
many of life’s misfortunes. It was a good luck piece. The Indians 
traveled long distances to obtain turquoise, the deeper blue and 
hardest stones being the most prized. 

In about the middle of the nineteenth century, metal was 
introduced to the Navajo Indians. The first jewelry work done 
by the Navajos with metals was done in iron, copper, and brass. 
The Navajo men learned the craft while they were detained at 
Fort Sumner (1863 to 1868) and made copper bracelets and ring 
bits. Eventually, they took the craft home and began producing 
jewelry in silver. Silver is said to symbolize the gleam of the 
moon. Their equipment was very crude: a shovel or a prehis- 
toric potsherd for a melting pot, scissors, a hammer, and a file. 
American dollars and Mexican pesos were rich in silver content 
and were malleable, so they were used by the Navajos in their 
silver jewelry. Today, most Indian jewelry is made of sterling 
silver. Although sophisticated equipment is available, many 
Navajo jewelers still work silver with primitive tools, such as 
an elementary forge and bellows, files, and anvil (from a section 
of iron rail) mounted on a box, and handmade stamp dies. 

The jewelry was originally made for the gratification of the 
craftspeople, but soon it became an item desired by the public. 
A favorite necklace is the squash blossom. The blossom design 
is taken from the Mexican trouser and jacket ornament that 
represents the young fruit of the pomegranate. The pomegra- 
nate design has been a favorite Spanish design for centuries, 
having been popular with the Moors. The crescent pendant, 
called a najah design, is found in the Old World as well as in 
ancient Pueblo ruin sites. The stamped and engraved designs 
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11-3 Examples of contemporary 
Indian jewelry. At upper right are 


a Zuni inlaid stone and shell 
Thunderbird and bracelet. A 


Navajo cast crescent is suspended 
from hand-formed shallow silver 
beads. Since prehistoric Himes, 
hand-carved serpentine bear fetishes 
have been thought to contain a 


“spirit” that gives supernatural as- 
sistance to its owner. The hand- 
turned shell beads are drilled and 
ground on sandstone. The beaded 
deer head is of beads on cloth over 
a cow vertebra. The owl, lower 
right, is hand-carved and polished 
antler bone. 
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have no symbolic meaning; they were merely taken from the 
Spanish and Mexican work. (See Figure 11-3). 

The Zuni Indians learned silver craft in about 1870. Until 
about 1920, most of their silver jewelry was traded or sold to 
other indians. Before traders began buying the Zuni jewelry, 
there were not more than eight silversmiths in the community. 
During World War II, production increased until today hun- 
dreds of Zuni Indians and some entire Zuni families are at work 
at it. Zuni jewelry is distinguished by the many small turquoise 
stones, carved turquoise, shells, and inlaid pieces of many kinds 
of stones. The Navajo jeweler places emphasis on the silver 
design whose turquoise settings are secondary to it; much of the 
silver work includes stamped designs. The Hopi Indians also 
fashion silver jewelry, having begun in about 1935, using tradi- 
tional designs found on their pottery and employing silver 
overlay techniques. The overlay techniques uses two flat pieces 
of metal. A design shape is cut or sawed out from one piece of 
metal leaving a void, or negative shape. This metal piece is then 
fused on top of a second piece of metal by either being glued 


or soldered. In the classroom, this process can be easily adapted 
for student use by substituting a thin metal shim (hardware 
store variety of aluminum, copper, and brass). (See pages 365- 
366.) 


Masks and Costumes 


The most inventive, creative face coverings can be made from 
anything and everything: from paper bags, papier-maché (see 
pages 98-106), cardboard boxes, wood, weavings, feathers, 
shells, and an assortment of scrap objects. Study the facial 
masks and sculptures of Africa, Mexico, China, Indians of 
North and South America, and New Guinea as excellent moti- 
vations for mask making. 

Masks can be used for pretending, for exaggerating, for 
frightening, or for hiding the way we feel. They are disguises. 
Sometimes masks can express the way we would like to feel. At 
other times they project us into another personality. They often 
provide us with ways to act out feelings we might otherwise be 
afraid to express. Did you ever notice that children’s masks 
often reflect their own facial images as well as their inner feel- 
ings? Next time your class makes masks, take note of how 
similar the masks are to their own images. 

Costumes also are body coverings. They can be made from 
any materials, such as sheeting, papers, old towels, and old 
clothes from home or thrift shops. Add decortive items such as 
chiffon, cheesecloth, feathers, old jewelry, and stuffed paper 
forms, to bring imaginative qualities to the costume. 

Costumes are ordinarily designed as exaggerations to be used 
in plays and at parties, fairs, parades, and other social functions. 


11-4 Dressing up in costumes 
and pretending are fun. Costumes, 
hats, makeup, and scenery change 
our appearances and cast us into an 
imaginary world. 
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They can be fun to make and wear and be the utmost challenge 
for the students’ imaginations. They can also release inner feel- 
ings as the student assumes an identity, such as in role playing. 
Watch young kindergartners wearing their mother’s or father’s 
clothes and listen to the words and ideas expressed through this 
dramatic performance. Study clothing as part of history. 

Decorating one’s face with makeup and painted designs or 
objects were man’s first efforts at changing his image.We have 
evidence of primitive tribes that still paint their body parts to 
transform their images. 

Whatever form we use to change ourselves—masks, cos- 
tumes, or makeup—it is fun to imagine the many possibilities 
open to us. 


Jewelry Terms 


Anneal: To restore metal to its maximum softness by heating 
and allowing it to cool. With copper or silver, cooling must 
be done quickly and immediately after the metal gets red hot. 
This is done by quenching into cold water or pickle. 

Bezel: A collar around a stone that holds it to the mounting. (in 
a ring, for example). 

Casting: To form an object by pouring or forcing molten metal 
into a mold. 

Channel work: Often practiced by the Zuni Indians; grooves, or 
canals, of silver are formed to hold stones. 

Charcoal Block: Used for soldering and annealing, the charcoal 
absorbs and reflects the hear to achieve a more even tempera- 
ture. 

Chasing: Decorating the surface cf metal by indenting it with a 
hammer and other tools. 

Enamel: A vitreous glass in powdered form that is heated in a 
kiln and fuses the glass to a metal surface. 

Engrave: To cut into a surface; to carve or to etch. 

Files: Files are made in many sizes,shapes, and degrees of coarse- 
ness. [hey are used for removing burrs and rough spots, and 
for smoothing. 

Fire Scale: A thin coat of oxidized metal that burns onto the metal 
surface during heating in a kiln. 

Flux: A mixture of borax applied as a paste or liquid during 
soldering. It keeps the metal from oxidizing during the heat- 
ing process so that the solder will adhere to the metal. It holds 
the solder in place and helps it flow when it reaches the 
proper temperature. Some fluxes are combined with pickle, 
which helps clean the metal as well. 

Forge: To form by hammering; to beat into a shape with a ham- 
mer, anvil or stake. 


Forged or Wrought Metal Work: Jewelry objects are formed from a 
sheet of metal, wire, or fused masses of metal. Then they are 
sawed, hammered, tooled, filed, and polished. 

forming: [he process of shaping and bending metal over stakes 
or forming blocks. 

Gauge: A measurement—the thickness of the metal. 

Graver: The cutting tool used in engraving, also known as a 
burin. 

Jewelry Saw Frames and Saw Blades: The jeweler’s saw frame is an 
adjustable frame into which the saw blade is clamped for 
sawing metal. The blades are very fine and make it possible 
to cut into small and irregular shapes. The size usually used 
for most work is #2/0. 

Lapidary: Refers to cutting and polishing of stones. 

Mallet: Made from wood and rawhide, it is used for many 
shaping processes because it will not mar, scratch, or stretch 
metal. 

Mandrel: A tapered steel bar that measures rings for size. Light- 
weight mandrels are used as a base for wax forming. Heavy 
steel mandrels are used for bending metal. 

Mounting: The top of the ring design that holds the stone. 

Oxidize- To darken a metal surface, such as silver, copper, or 
gold. 

Pickle: An acid solution used to clean metal after the heating 
process. 

Pliers: The flat-nose plier has flat jaws that are squared at the 
end; they are good for bending square corners. The round- 
nose plier is very good for bending wire; the tips are round 
and taper to a narrow point. The chain-nose plier has a flat 
jaw that tapers to a very fine tip and is used where a fine tip 
is desirable. 

Polish: To give a shiny luster to metal by rubbing with progres- 
sively finer abrasives, which remove scratches from the sur- 
face. 

Rouge: Red iron oxide combined with a base to make a very fine 
polishing compound. Rouge is the final polishing compound 
and will achieve the highest luster possible. 

Shank: The part of the ring that circles the finger. 

Snips: A version of the tin snips, they can be used to cut thinner 
gauges of sheet metal and solder. 

Solder: An alloy of metal that has a melting point lower than that 
of the metal with which it is being used . Also means to join 
two pieces of metal with solder and heat. 

Sterling Silver: An alloy of silver and copper composed of 92.5 
percent silver and 7.5 percent copper. 

Tripoli: A medium course compound that is used with a felt or 
muslin buff on a polishing wheel in the preliminary polishing 
steps. Helps remove scratches and fire scale and gives the 
metal a soft sheen. 
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11-5 Found objects such as 
bones, feathers, beads, and bells 
can be made into jewelry. The 
pendant on the right is brass re- 


poussé attached to a plastic backing. 
The necklace, bottom center, is 
made from antique drawer pulls 
and pins. The necklace, top center, 
is etched copper with enamel drops. 
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Designing Jewelry 


What makes us all unique is the way we place, use, and 
design everything in our lives. In making jewelry, we use de- 
sign elements to uniquely organize materials in an effective 
manner. 

When working with young people, the emphasis should be 
on the many inexpensive and fairly permanent materials that 
can be explored to construct jewelry objects. Dynamic adorn- 
ment pieces can be created from organic materials such as rocks, 
shells, weeds, grasses, gourds, clay, wood, wood shavings, 
feathers, bones, teeth, leather, seeds, pinecones, and fur. Man- 
made materials can also inspire designs: papier-mâché, tissue 
paper, aluminum foil, pipe cleaners, beads, telephone wire, 
chains, bells, cloth scraps, fishing floats, metal washers, cereals, 
pasta, candy, fishing snap swivels, old jewelry pieces, tin cans, 
and many more found objects. 


Gathering, selecting, adapting, and assembling materials are 
creative experiences for the young designer. Experimenting 
with tools and materials, sketching ideas, reorganizing through 
trial and error, evaluating, and exhibiting finished products are 
all worthwhile aesthetic endeavors for the student who designs 
any crafted object. 


BASIC CONSTRUCTION METHODS 


During the design process, methods of contructing and as- 
sembling parts should be explored. Very often, such basic 
procedures become an essential part of the design. The differing 
methods also require various simple tools. These are readily 
available tools found in the art or industrial arts centers of 
elementary schools. 

Such tools include pliers, scissors, wire cutters, tweezers, tin 
snips, files, saws (coping or jewelry), electric hand tools (with 
drill, grinding and polishing bits), and a soldering iron (op- 
tional). 


JOINING SKILLS 


Use these simple skills with primary students. 

Stringing is the most common method of joining. A leather 
thong is strong and versatile; check to make sure that the holes 
in the object to be strung are large enough. Plastic thongs, 
which are inexpensive and look like leather, are available from 
leather supply stores. Cotton string, yarn, shoelaces, nylon 


+ - 





11-6 Jewelry-working tools in- 
clude pliers, metal snips, leather 
stamping tools, leather hole punch, 
electric hand tool and bits, plastic 
lacing, and wire. Left front is a 
cut-metal shim design; right front 
is a spoon ring waiting for a stone 
to be set in it. 
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fishing line (which is inexpensive and comes in several 
weights), macrame cords, and wire are other materials. 

Gluing with epoxy works well for heavy objects such as 
leather, woods, reeds, metals, stones, and glass. Regular white 
glue is fine for cloth, yarns, string, and paper collage. Cements, 
such as model airplane cement, can also be used. 

Tying, lacing, using snaps, sewing, and weaving are all good joining 
techniques. The joints produced can be designed to be invisible 
or as part of the visual and tactile spaces within the completed 
piece of jewelry. 

Velcro is a material that is rough textured on both its front and 
back surfaces. It will stick to itself and pulls away to separate. 
It is good for joining small lightweight pieces, but it is expen- 
sive. 

Upper intermediate students will find these skills challeng- 
ing: 

Chain links (or jump rings) made of any metal wire (copper, brass, 
aluminum, or nickel) that range in thickness from 12- to 22- . 
gauge can be used. Wind the wire around a 1⁄4- to 1-inch wide 
wooden dowel. (or use a pencil.) The size will depend on the 
design needs. Slip the coils off the wooden dowel. Cut up the 
center of the coils with snips or scissors. All the links will be 
a uniform size and perfect circles. They can be closed by simply 
pressing them together or use a small amount of epoxy to secure 
the closure. The links can be used together to form a chain; the 
chain could be made of links of the same size or of varying sizes. 
They can also be used as jump rings, which are individual links 
that suspend an object from another shape (from a leather 
thong perhaps). 

Tubing made out of plastic (hardware piping) or metal is avail- 
able in various diameters. Different sizes can be used as a ring 
base, or small sizes as chain links. Simply saw off the desired 
widths from the tubing with a jeweler’s or coping saw. File and 
sand the rough edges. 

Soldering with electric solder irons is an inexpensive procedure 
that can be used in the classsroom following these instructions 
for safety. 


1. Clean all joints with steel wool—be sure that the edges will 
be in full contact in order to join them properly. 

2. Apply 50-50 type solder and paste flux. Heat them with the 
soldering iron until the solder flows. 

3. Remove all irregular burrs and tarnish with steel wool. 

. Polish the jewelry with a soft cloth and jewelry rouge. 

5. To prevent tarnishing, dip the metal piece in Vinyl-on, a 
plastic liquid, which dries, in about 15 minutes, to a hard, 
shiny finish. You may also paint with clear nail polish. 


con 


Findings such as backings are needed often to complete the 
object to be worn. These can be purchased inexpensively from 


hobby stores (pin backs, ring shanks, or necklace catches), or 
you can make your own. A large safety pin epoxied to the back 
of a piece of jewelry serves as an easy pin backing. Ring shanks 
can be made from old spoons, pipe cleaners, old jewelry, tubing, 
leather, old toys, and wire.Necklace catches can be improvised 
from two wire pieces. One catch is shaped out of wire into an 
S-form; the opposite catch is simply a jump ring—the S-Shape 
catches into the jump ring. 


JEWELRY PRODUCTION IN SIXTH-GRADE 
CLASSES 


Two sixth-grade classes at a school in El Mirage, Arizona, 
have set up a jewelry firm as part of their study of “big busi- 
ness” and the free enterprise system. The corporation has a 
charter, a board of directors, and common stock certificates. The 
students are the salespeople, crafts bookkeepers, typists, and 
graph record makers. Workers are paid a fixed sum, and sales- 
people get a commission. The firm sold four hundred shares at 
a nickel each to establish their capital. 

Crafting the jewelry is only part of the educational process 
involved here. Learning to make a business work is the funda- 
mental skill practiced. The students incorporated as El Mirage 
Jewels and Crafts Corp. A retired attorney advised them on 
their corporate charter. Teachers Helen Cheek and William He- 
gler are advisers in the business. Many facets of the school 
curriculum are involved: mathematics, spelling, English, social 
studies, rock study, and producing the jewelry. Salespeople 
practice role playing and oral language study. Making job ap- 
plications and figuring out commissions give excellent practice 
in arithmetic. The success of the project is indicated by the 
many sales of the items; this success provides further motiva- 
tion and instructs the students in how to be better buyers, 
sellers, and producers. On the following pages, you will un- 
cover a jewelry technique that has been waiting for your per- 
sonal interpretation. 


Multifunctional Jewelry: Wear It or 
Display It 


The following procedures will produce jewelry that can be 
worn or displayed as mobiles. Many of the finished projects are 
transparent, such as those made from plastics and tissue paper. 
The attraction of these vibrant pieces is enhanced when they Jewelry and Adornment 
are placed against a window or suspended near a light. 345 
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11-7 Colorful tissue paper jewels 
made into neck pendants and brace- 
lets. 





DIP AND DYE JEWELRY 


Supplies Needed 

facial, rice, and tissue papers 

paper towels 

vegetable dyes or thinned liquid tempera 
muffin tins 

plastic crystals or liquid resin 
newspapers 


Procedure 

1. Tear or cut paper peices into 3- or 4-inch rectangles, squares, 
or circles. 

2. Experiment with folding: fold a circle in half, in half again, 

and then again. Or fold a piece of paper into an accordion- 

pleated shape. Then start at one end and fold the pleats back 
and forth into triangles. 

Mix or dilute colors, to achieve tints or shades, in muffin tins. - 

4. Dip the paper by points as well as sides into the various 
colors. You will soon discover how fast the paper absorbs the 
color. Try to leave some of the original white of the paper 
to add to the design. Also try blotting color onto the paper 
directly from a dye bottle. Make sure that the color goes 
through all the layers of paper. 

5. After each color is applied, blot the design dry between some 
newspaper. 

6. When dry, glue the design to a piece of cardboard. Spray it 
with plastic. 

7. Or sandwich a paper design between hobby store plastic 
crystals (oven baked) or in between liquid casting plastic. 
Use muffin trays or small pie tins as molds. 

8. Make holes in the designs or glue tabs on their backs so that 
the paper designs can be suspended from trees, hung as 
mobile shapes, or worn as jewelry. (See “Fold and Dye,” 
page 84.) 


> 


TISSUE PAPER JEWELS 


Unusual tissue paper jewelry is easy and fun to make with 
just the addition of scraps of cardboard and lots of imagination. 
The directions here are for making pendants and bracelets. You 
can also use this process for making rings and hats and hair 
decorations. 


Supplies Needed 

all-purpose glue (or water-lac or polymer gloss medium) 
assorted colors of tissue paper and masking tape 

flexible cardboard or oak tag 

SCISSOTS 


Procedure 

1. Plan your design on a piece of paper that is the desired size 
of the jewelry. Consider background colors as well as which 
bright colors to add to the design. 

2. Cut cardboard shapes to fit the size of the design. The size 
of the bracelet is determined by hand size—make it snug 
enough so that it won’t fall off, but large enough to slip over 
the hand.) 

3. Shape the cardboard into a circle and tape the edges 
together. 

4. Brush glue or polymer on the cardboard. 

5. Apply a background tissue paper color over the entire out- 
side and another color over the inside of the bracelet shape. 

6. Reapply the glue. 

7. Make 1-inch wide strips either by cutting or by tearing 
tissue from the fold of the paper to its edge. All paper has 
a grain, so just tear along one edge and if it doesn't tear 
evenly, turn the paper sideways and rip from the other end. 

8. Twist a strip of paper by hand. 

9. Paint or squeeze on a glue line where the color strip is 
intended to go in your design. Press the strip into the glue 
line. If this is difficult to maneuver, try using small tweezers 
to apply the strips. 

10. Vary the colors and the widths of your paper strips. 

11. For the “jewels,” wad tissue paper into a small ball and 
cover the ball smoothly with a piece of tissue paper of the 
same color. Be sure that the cover extends to the back and 114-8 Paper beads alternated with 

is z old jewelry beads. The bracelet is 
glue it down under the ball “jewel. o 
yarn wrapped around a ring 

12. When dry, glue the whole jewel, or ball, into the design. cardboard masking tape; lower 

13. Try gluing down lace bits and then covering them with right is a yarn design glued to a 
tissue and glue. cardboard backing as a necklace. 

14. Decorate the piece with glass or plastic beads, sequins, 
yarns, and so on, or draw in details with felt-tip pens. Pe 

15. Cover the jewelry with a coat of water-lac, plastic spray, o 
polymer medium, or thinned glue. 


PAPER BEADS 


4 
Supplies Needed ie 
colored beads à 
colored magazine photographs, toothpicks 
cotton string 6 
pasta forms 9 
SCISSOTS 


white glue 


Procedure 
1. Collect colored magazine photographs. The beads will all 
have the same “look” if they are from the same photograph. 
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11-9 Pasta and seeds glued to 
cardboard; a papier-maché flower 


and ring made from telephone wire. 


Cut long triangles, 1 % inches across the base and 5 inches 
long, that end in a point. 

Starting at the base, roll the triangle tightly over a toothpick 
to its point. 

Glue it at the point. 

When the glue dries, string the beads on a piece of cotton 
thread and add colored beads or pasta between the beads. 
For variety, make a paper clip necklace or bracelet; seven 
clips make a bracelet. Wrap the clips with Con-Tact paper, 
colored tape, wallpaper, or gift wrap and hook them together 
to any length you wish. Dip beads in shellac, if desired. 


CORN HUSK JEWELRY 


Procedure 


1. 
2? 


a 


Remove the husks from the ears of corn. 

Wrap the husks in wet paper toweling to keep them moist’ 
and flexible. 

Cut one husk into thin strips. 

Use the strips for weaving, make beads from them, and 
shape them into jewelry. 

The forms can be tied or glued. If they are dipped into starch, 
the shapes will remain firm. 


SEED JEWELRY 


Supplies Needed 


seeds: pumpkin, squash, watermelon, and cantaloupe; popcorn; 


dried beans; and dried corn 


colander needle 

strong thread 

paper toweling 

old jewelry beads and pasta shapes (optional) 
nail and hammer 

dyes 

nail polish 





Procedure 

1. All kinds of seeds and beans can be strung as beads to create 
attractive and unusual necklaces and bracelets. If you use 
fresh vegetables and fruits for the seeds, wash them in a 
colander and spread them out on paper toweling in single 
layers to dry. Collect an assortment so the children can share 
the varieties. 

2. Carefully hammer a small finishing hole into the seed. 

3. String the beads as to colors, shapes, sizes, and alternate 
patterns. 

4. Varieties of plants offer varieties of seeds. Some seeds such 
as dry corn or china berries, can be dyed, by soaking them 
in vegetable or aniline dyes. 

5. A coat of nail polish gives a shiny finish. 


STRING AND YARN JEWELRY 


The procedure here is the same as that described for yarn 
pictures and yarn mobiles. (See page 200.) For jewelry, work 
on smaller shapes, such as a 3-inch cardboard round. Be sure 
to cover the edges with yarn. Secure all the ends of the yarn 
with glue. Add decorative items such as beads, dried flowers, 
sequins, and other jewels to the design. Cover the back with 
felt or cloth. Poke holes in the backing and string and wear it. 


Supplies Needed 

a tightly twisted, cordlike string 

white glue 

tempera paint and a small, pointed brush 

waxed paper 

clear nail polish or clear plastic spray 

small bowl 

ruler 

SCISSOTS 

pliers 

a variety of cylindrical shapes (pencils, crayons, and tubing) 
and other cardboard forms 

vaseline or oil 


Procedure 

1. Dilute the white glue: 2 parts glue and 1 part water. 

2. Cut the string into varying lengths. Place the lengths of 
string into the glue and let them soak for 30 minutes. 

3. While the string is soaking, cover the cardboard or foil 
shapes with a thin coat of Vaseline or oil. 

4. As you take the string out of the glue, run the string through 
your fingers to remove any excess. Tightly wrap the string 
around and around the greased cylinders. If the strings meet, 
they will stick together where they meet. 
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11-10 Layered aluminum foil 
jewelry. The yarn pin at the upper 
right was dipped into starch and 
dried. See page 200. 


Experiment with oval shapes, circles (large and small), and 
free-form shapes. Glue the shapes inside each other to form 
three-dimensional shapes. Try braiding three pieces of string 
together while they are wet with glue, and lay them over a 
greased form to shape a bracelet or a ring. Or glue several 
circles of the same size (side by side) around a dowel together 
to form a ring; add spiral and twisted designs later to the top 
surface of the ring. 

Let the string dry thoroughly, for about 2 hours, until it is 
stiff. Then remove the shapes from the forms. If needed, cut 
through the coils and later glue the ends again to close the 
shapes. To make chain links, wind the string around a 
greased pencil or dowel several times. Cut them off, and then 
place the coils inside each other and glue the ends together. 
Paint the string with tempera. Finish the jewelry with nail 
polish or plastic spray. 

Glue on findings such as pin backings. 


FOUND OBJECT JEWELRY 


Any and all interesting metals, beads, wires, bones, shells, 
stones, leather, or fibers can be combined and designed into 
handsome jewelry. Begin by looking for objects to be incor- 
porated into good design forms. The “found object” necklace in 
the center of Figure 11-5 is made of brass drawer pulls and 
handles. Experiment and invent some new jewelry interpreta- 
tions for your own wearing pleasure. 
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ALUMINUM FOIL JEWELRY, ANTIQUE STYLE 


Supplies Needed 

aluminum or gold foil 

white glue and liquid soap or starch 
lightweight cardboard or small box 
string 

SCISSOTS 

lace 

black paint: tempera or acrylic 
brush 

clear plastic spray for finishing (optional) 
paper toweling or a cloth 


Procedure 


1. Cut out the basic forms from the cardboard. These shapes 
will go under the foil. They are to be built up in layers going 
from largest to the smallest. Any shape can be used: circles, 
flowers, birds, and even letters to form names. Cut out the 
largest shape for the bottom, and then pile on the smaller 
shapes. For instance, if designing a bird, cut out the basic 
shapes, and add a beak and wings (glue them down) onto the 
basic larger shape. A flower shape might have the basic 
outside shape with petals on top. Build up three or four 
layers if desired. Younger children should keep the designs 
simple. Also, add string and lace for linear effects: apply glue 


to the backing, lay on string, and press firmly. 


2. After the forms are glued and have dried, cut out a piece of 
aluminum foil somewhat larger than the total cardboard 


surface. 


3. Wad the foil, and then carefully unfold it. Do not tear the 


foil. Add glue to the cardboard, box, or picture backing. 


4. Using your fingers, carefully press the foil into the multilay- 
ered areas of the design. Use a swab or a pencil eraser to get 


at the difficult spots. 


5. Bring the aluminum foil around to the underside and glue it 
down around the edges. If covering a box, trim off any excess 


foil. 


6. Paint the entire aluminum top surface with black acrylic 
paint. Leave the paint on for a few minutes. With a rag or 
toweling, gently wipe off the paint on the raised surfaces so 
that it looks like oxidized, antique jewelry. Black paint looks 
antiqued, but other colors are fun, too. Acrylic paint works 
well because it sticks to the aluminum surface. Tempera 
paint will work, too, if you first mix a small amount of liquid 
soap, glue, or starch into the paint. Or, try rubbing over the 
foil with a rubber pencil eraser. Then paint over the foil with 


regular tempera. 
7. Let the paint dry. Finish the piece with clear spray. 
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11-11 Rings can be designed in 
all sizes and shapes, especially the 
“kings ring. This one has a bent 
wire frame with beads. The shank 
is wrapped several times with wire 


fo balance the large beaded form. 
Note the plastic braided bracelet. 








This technique can be used to make holiday tree ornaments; 
the same procedure works well for pictures (foil over about a 
9 X 12 inch cardboard); and the foil over a box looks like 
antique metal and can be used to keep jewelry in or to hold a 


11-12 Clay necklaces include gift. 


stamped designs, a button, an acry- 

lic painted pendant, and a free-form 

coiled piece that will be dipped into RINGS 
plastic film. The long beads were 


formed over a plastic straw. The Supplies Needed 

stamp, upper left, is carved from es rocks 

plaster. ring shanks tempera and a brush 
plastic piping epoxy 
coping saw masking tape 
buttons, beads nail polish or plastic spray 
Procedure 


1. Purchase an inexpensive shank from a local jewelry parts, 
art, or hobby supply store, or use old spoons, wire, leather, 
pipe cleaners, or.old toy rings. A simple shank substitute can 
be made from plastic piping purchased at a hardware store. 
The piping comes in diameters of 144, 34, and 1-inch and is 
sold in foot lengths (it is very expensive). Slice off the 
desired ring widths with a coping saw, and sand off any 
rought edges. 

2. Find a rock about 1 inch in diameter in an oval or other 
interesting shape. 

3. Paint a design on it—such as an insect—in tempera. 

4. Let the paint dry and then cover it with a coat of nail polish 
or plastic spray. 

5. Let it dry again. 

6. Glue the rock to the shank with a fast-drying epoxy. 

7. Hold the rock in place with masking tape until it is dry. 





. Other rings can be made from papier-maché or leather de- 


signs, and beads on wire. (See figure 11-11.) 


. Or find an old large button. Paint on miniature paintings 


with acrylic paints. 


Alternate Procedure 


E 
2. 


Make a paper pattern that is the width of your finger. 
With a jeweler’s saw, cut off the cup end of an old metal 
spoon (measure the finger size from the paper pattern). 
Overlap the ends, file them smooth, and hammer them into 
shape around a wood dowel. 


. Polish the ring with polishing rouge, or household metal 


polish and a cloth. 


CLAY, SALT CERAMIC, BAKER’S CLAY, AND 
WOODEN ORNAMENTS 


These clay and wooden ornaments can be strung as mobiles, 


can be worn as elaborate jewelry, or can be used to decorate 
holiday trees. 





11-13 Starting at upper left and 
going clockwise: a string necklace; 
brightly colored Baker s clay neck- 
lace; salt ceramic pendant; examples 
of shrink designs; Baker's clay ring 
(ring was formed over a pipe clean- 
er shank); and a cut-metal shim 
design, which will be stamped and 
mounted on a leather backing. 
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11-14 The scrimshaw process is 
adapted to these plaster drop forms. 
The designs are incised with a 
nail, watercolor is painted on, and 
the lines are filled with colored 
inks. 


Supplies Needed 


clay, salt ceramic, baker’s clay, wood, Styrofoam sheeting or 


meat trays 


acrylic paints, felt-tip pens, and a brush 
electric drill 
plastic spray 


Procedure 


1. 


Rae Mati oc 


Hand shape a small mound of clay. Stamp or press designs 
on the clay and add decorative shapes to it. 

Fire the clay in a kiln. Clay substitutes (such as salt ceramic 
and baker’s clay) can be air dried overnight. If objects are to 
be worn, make a hole with the end of a straw. 

Decorate the clay further with acrylic paints or felt-tip pens. 
Finish the project with a plastic spray. 

Or draw designs on a 14-inch plywood or balsa wood. 
The teacher can cut and drill the forms with an electric drill. 
Decorate the wood with acrylic paints and finish it with a 
plastic spray. 

Follow steps 5 through 7 when using Styrofoam sheeting or 
meat trays. 


Incised Jewelry 


SCRIMSHAW 


Scrimshaw is an old art form that was practiced by whalers 


around the time of the Civil War who scratched designs into 





sharks’ teeth and whalebones. The same interesting effect can 
be achieved on small cast plaster shapes or on ordinary bones 
from the supermarket. Franklin D. Roosevelt was an ardent 
collector of scrimshaw. 


Supplies Needed 

cookie sheet 

files, steel wool 

shells, cow bones (cleaned and boiled) or cow horns, old ivory 
from piano keys, or white plexiglass 

crayons, paint, ink, or felt-tip pens 

nails or pins or sewing machine needle (for bones) 

paper clips 

plaster of Paris 

oil or Vaseline 

sandpaper 

table knife 

plastic finish 


Procedure 

1. Prepare a small amount of plaster (about 1 cup of plaster to 
2/3-cup of water for about eight pendants). 

2. Mix the plaster until it has thickened and then drop it by 
spoonfuls, like cookies, onto a waxed sheet of paper or a 
cookie sheet coated with oil or Vaseline. 

3. Add paper clip hangers while they are still wet. Let the 
“cookies” harden for 20 minutes. 

4. Plan your design to include textures and many lines. 

5. Carve and scratch your design on the top surface with a 
nail, pin, sewing machine needle, or table knife. (You can 
use animal bones for carving, such as deer or cow bones or 
shells, old ivory, or white plexiglass.) 

6. When the carving is finished, rub the top surface with any 
media, such as crayon, paint, felt-tip pens, or India ink, 
being sure to fill in the scratched lines with color. 

7. Go back over the raised surface with sandpaper to remove 
the color and to reveal the colored incised lines. Add more 
painted or pen designs if desired. 

8. If using bones, boil them clean and let them dry. Saw their 
surfaces flat with an ordinary hand saw. If the color of the 
bones is too dark, place them in diluted household bleach 
(44 water) to lighten them. Rinse and dry them. File and 
sand their surfaces smooth. Draw on design with light pen- 
cil marks. Scratch designs in with a sharp nail, or sewing 
machine needle—not the ball-point type. Sand off any re- 
maining rough edges. Wash away any pencil lines with 
soap and water. Dry and fill in scratched lines with India 
ink with a pen or brush. Remove any unwanted color with 
soap and water or steel wool. 
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9. Cover the bones with plastic spray or shellac. Let them dry. 
Or rub the bones with paraffin and a soft cloth to a mellow 
shine. 

10. String and wear. 


SHELLS 


This project, innovated by Nancy and Renny Mitchell, un- 
ravels the mystery of how the Hohokam Indians inlaid shells 
with turquoise and other precious stones. 


Supplies Needed 

shells with a smooth surface 

wax (crayons or paraffin), vinyl-paper or electrical tape 

paper for sketching 

acid bath (diluted pool acid can be used, which is muriatic, or- 
vinegar will work) 

a sharp tool (or a nail) for scratching through the wax and an 
X-acto knife or scissors for cutting through the tape 

colorful rocks: turquoise, chrysocola, or malachite for blue- 
greens; coral for red; jet for black; and shell for white 

epoxy glue 

files 

sandpaper 

jeweler’s cloth 

rouge 

walnut shells 


Procedure 

1. Sketch a design to fit the shell. Keep the design simple but 
interesting—-birds, insects, butterflies, and geometric de- 
signs are all excellent. 

2. Cover a smooth shell with vinyl paper, electrical tape, or a 
thick covering of crayon wax. Be sure to cover both the 
inside and outside of the shell. Take out all air lumps in the 
tape (We dipped our shells into melted paraffin wax.) 

3. Place your paper design over the shell. Draw through the 
paper onto the tape, or scratch out the design from the wax 
with a nail. 

4. If using tape or vinyl paper use an X-acto knife or scissors 
to cut out the design. Note: Keep the design for later use, 
as in step 5. 

5. As an alternate step, apply the positive tape design to a 
shell. 

6. Place the shells into the acid bath. Diluted muriatic acid 
etches in a matter of minutes. A vinegar bath solution will 
take overnight to etch the shell. Tape a long string to the 
shell to lower it into the bath. The vinegar etches around 





10. 
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the design tape, leaving a positive raised shape, or an etched 
shape, depending on whether wax or tape was applied. 
(This project could be combined with a science lesson.) 


. Lift the shell from the bath and place it in clean water. 


Rinse it well. Remove the tape to find your design. (As an 
alternate to etching, the design areas may be filed away 
with small files.) 

Crush some colorful stones with a hammer between cloth. 
Prepare some epoxy. Apply the stone mixed with the epoxy 
into the lowered design if desired (pick up with the end of 
a toothpick). Let the glue dry completely overnight. File 
down rough stones and smooth them with fine sandpaper 
and fine steel wool. Polish them with jewelry rouge and a 
cloth or leather buff. (Polish on an electric buffing wheel if 
possible.) 

Coat with a sealer if desired. 

If stones are not used, leave the tape on and color into the 
shell design with wax shoe polish, or apply crayon colors. 
Blend the crayon with some turpentine on a cloth. Then 
remove the tape; the color will be in the etched areas. 
For variation, prepare a shape with round or square metal 
wire. The curves of the wire design must fit the curves of 
the shell. Hold wire on the shell with clamps, tape, or 
clothespins, then fill the design areas between the wires 
with epoxy and crushed stone. This achieves a cloisonne 
effect. 

Another variation is to inlay crushed stone in black walnut 
shells. Slice the shell about %-inch thick (cutting across 
either grain for differing patterns). Place the shell slice on 
waxed paper or foil. Prepare epoxy and fill the nut holes 
halfway with epoxy. Let dry. Fill the remainder of the holes 


11-15 Etched shells begin with 
paper designs. Felt-tip pen lines fill 
the bird design on top left. The 
bird design on the string is cut out 
of a tape covering the shell. The 
bottom center shell is a natural 
form used as a ring. 
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11-16 The wrapping technique is 
used in this necklace. The center 
form is a plastic ring wrapped with 
yarns and combined with beads, 
bells, and a metal button. 


11-17 From top center: beadwork 
sewn onto felt and then glued to a 
leather backing—a felt loop glued 
fo the leather holds a cord for 
wearing; circular copper repoussé 
pin backed with cardboard; small 
felt shapes strung on wire with 
shells and beads to form a pendant 
and bracelet; beaded bracelet and 
necklace on wire; papier-maché 
painted bracelet. 


CIOT, 





with epoxy mixed with crushed stone. File, sand, and polish 


as described for the shell. 


Plastics 


Plastics have been called the look of the twentieth century. 
They are produced in a chemical laboratory from such basic 
materials as air, salt, natural gas, oil, coal, wood, and cotton. 
Plastic is a desirable material because it is lightweight, has a 
luminous quality, is easily formed into molds when heated, is 
versatile in terms of its possible uses, comes in a wide range of 
colors, and does not break easily. Artists paint with plastic base 
paint, and many of the clothes we wear are partly made of 
plastic. The two general types of plastics are thermoplastic, which 
becomes soft when heated and hardens quickly upon cooling 
(this can be repeated over and over again), and thermosetting, 
which sets into permanent shapes during the forming process. 

Children love to look through colored plastics. Assorted 
shapes and sizes of plastics are available everywhere, from flex- 
ible packaging materials to transparent toys such as kaleido- 
scopes. Colored plastics and glass help make our environment 
aesthetically pleasing when used in stained glass for windows 
and for decorative panels. The processes used on plastic de- 
scribed here,such as carving, etching, and shaping, are em- 
ployed by craftspeople who work with plastic as an art form. 
The colors and light quality of plastic are especially appealing 
to students. Using colored plastic sheets is an excellent way of 
teaching colors. By overlapping and viewing the world through 





special optical panels, much learning about colors, color prefer- 
ence, and color mixing takes place. 

Plastic pieces can be purchased from commercial plastic 
manufacturers, often by the piece or by the pound. Paint on 
plastics with acrylic paints, or glue pieces together to create 
objects from tiny rings to see-through mobiles, to lightweight 
pendants. You decide on the size of the plastic project to meet 
the needs of your curriculum. Any elementary age student will 
greatly enjoy building with this material. Plastic is an excellent 
sculptural material because it is easy to handle, portable, and 
lightweight. Also, plastics can be combined with woods, glass, 
metal, pebbles, shells, fur, and bones for unique jewelry and 
sculptured forms. 

Plastic is available in sheets, rods, and tubes, all of which 
have polished surfaces and are covered with masking paper. For 
jewelry, we use sheets that are about %- to 14-inch thick. 
Plastic is also available as soft polyurethane, in liquid for cast- 
ing, in cooking crystals (to be baked in an oven), in thin sheets 
(as found in plastic bags), in sheet plastic (which shrinks), and 
as Styrofoam (in meat trays). 


PLASTIC JEWELRY 


Supplies Needed 

aluminum foil 

coping or jewelry saw 

asbestos gloves 

awl 

buffer 

carver (optional) 

cookie sheet 

hot plate or oven 

metal file 

sandpaper 

sheets, rods, tubes, crystals, bags, liquids, of soft boards of 
plastic 

cement or epoxy 

decorative items 


Procedure 

1. Draw the design directly on the masking paper (which cov- 
ers the sheet of plastic). 

2. Cut out the shapes with a coping or jewelry saw. 

3. Strips of plastic can be bent by hand and then shaped over 
a form, or free formed, by heating them in a 350°F. oven for 
a few minutes. 

4. When the plastic is taken out of the oven (with asbestos 
gloves ), it can be formed quickly into the desired shape (plastic 


11-18 The center plastic shape 
was cut with a coping saw; the cir- 
cle design is etched (scratched) onto 
the plastic. The ring, left center, 
was carved and polished with elec- 
tric tools. Shape at upper center 
was made by stacking and melting 
plastic forms in the oven. Center 
right and lower center, plastic jew- 
els and beads glued to a plastic 
backing and painted with acrylic 
paints. 
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11-19 Small plastic vials are 
filled with plastic beads and then 
melted in an oven to form these 
fearlike designs. Wallpaper beads 
are wrapped over paper clips. 
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hardens as it cools). The plastic also can be hand held over 
a hot plate until it is soft and malleable, or it can be placed 
in a pot of boiling water for 4 or 5 minutes until it is soft 
enought to be manipulated. Bracelets, rings, necklaces, and 
pins can be made this way. Proceed with etching, carving, or 
gluing on other plastic or metal shapes. Initials, messages, 
flowers, hearts, and insects can be carved or etched on the 
basic shape. At other times, try cutting out forms from metal 
shim (see page 365). and cementing them to the basic 
plastic shape. Wood, bones, and found objects can also be 
cemented on. When complete, add findings where needed, 
and wear the piece. 


MELTED PLASTIC 


Procedure 


1. 


Make sandwich designs using two identical sizes of plastic 
sheeting. 


. Place the design objects in sandwich style between the two 


sheets of plastic. (Objects could be colored glass, plastic 
shapes, butterflies, drawings.) 


. Place the plastic “sandwich” on a cookie sheet that is cov- 


ered with aluminum foil. Bake the plastic in a 350°F. oven 
for a few minutes. Watch it through the oven door as the 
plastic melts. 


. The piece is finished when the top plastic layer settles down 


over the design when it is touched with a metal spatula. The 
two plastic sheets melt together, thereby capturing the ob- 
jects inside the sandwich. 

Remove the piece from the oven and let it cool. The object 
will be hard and brittle. 


Have good ventilation for all heating procedures. 


. All sizes and shapes can be glued together with a good 


household cement. Special plastic glues are available, but 
they are expensive for classroom use. Epoxy is commonly 
used. l 

Sand the shapes and edges or use a metal file. Then buff the 
plastic or place it near heat, such as a torch or solder iron 
(which will give a smooth finish). A simple shining buffer 
can be made by covering a small block of wood with a strong 
cloth or piece of leather. Add jeweler’s rouge to the cover and 
buff with it. 

Holes for hanging can be drilled or made with a heated awl. 
Wear the piece or hang it for display. 


Alternate Procedure 
1. Melt down all kinds of plastic bottles, toys, and odds and 


ends to create new forms (using an oven set at 350°F.). 


2: 


oF 


Fill old plastic medicine vials with small colored plastic ob- 
jects and watch them melt down. 

Keep an eye on the plastic vials and watch to see that they 
do not melt too long and become just a plastic puddle. When 
the desired form is reached, remove the plastic from the oven 
and let it cool. 


. Make holes in the shapes, or glue tabs on and wear these new 


abstract forms as jewelry. 


Alternate Procedure 


L 


Secure some clear plastic lids from the supermarket butcher 
or thin plastic sheets (such as heavy acetate) from a dime 
store or hobby shop. 

Draw designs on with permanent felt-tip pens (watercolor 
based pens will not work here). If you wish, draw original 
designs on paper first. Place paper under clear plastic and 
follow designs on the plastic with waterproof pens. The 
more lines drawn, the more interesting will be the design. All 
pen colors work well, but dark colors, like the black, really 
show up. 


. With regular scissors, cut around the outside edge into any 


desired irregular shape that will shrink when heated. 

If desired, turn the plastic cutout onto the back and color 
that side with a permanent pen marker. 

Punch holes in the plastic with a paper punch. 

Place the plastic on clean aluminum foil or in a pan and heat 
it in the oven for about 3 minutes at a temperature of 350 
°F. For classroom use, we use portable toaster ovens. 

It’s fun to watch the plastic while it is in the oven. As it 
heats, it shrinks into about 2-inch shapes. Before it flattens, 
the plastic will go through whimsical, humorous gyrations. 
If the plastic does not lie flat, gently touch it with a spatula 
while it is still warm. 


. Remove the plastic from the oven to harden. 
>. Wear each plastic piece singly or combine many pieces on 


one necklace or bracelet to create unique jewelry. (see Figure 
SA 


Alternate Procedure 


Supplies Needed 


plastic cooking crystals (available in hobby stores in clear and 


colors) 


wire 


cookie sheet 


molds made from heavy aluminum foil, Pyrex dishes, or muffin 


or small pie pans 


1. Cover a cookie sheet with aluminum foil. 
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2. Create a wire shape. (Any object could be embedded in the 
crystals.) 

3. Place the layers of crystals into the spaces to fill in between 
the wires, or place designs in muffin tins. 

4. Heat the crystals in 375°F. oven for a few minutes until the 
plastic melts. | 

5. The crystals will become a mass that will hold the wires 
together. 

6. Remove the form from the oven and let it cool for a few 
minutes. 

7. When hung in a window, these forms shimmer like stained 
glass. 

8. Do this jewelry at gift-giving time. 

9. For variation, pour the crystals into a pie pan, Pyrex dish, or 
aluminum foil molds. Embed any favorite items in the crys- 
tals. Heat the crystals as in step 4; remove them and allow 
them to cool. While the plastic is warm, mold it into free- 
form shapes (use asbestos gloves). | 


CARVED PLASTIC 


If you have an electric hand tool in your classroom, you can 
directly carve plastic. Designs can be carved into the underside 
of the plastic. Three-dimensional effects are achieved by the 
depth of the designs (these cuts can be seen by holding the 
plastic sideways). Many industrial arts shops have this tool. Use 
regular hand tool drill bits and carving burrs to carve. Because 
these bits and burrs cut quickly into the plastic, care must be 
taken. Carving can also be done by filing away the design areas. 
Combine carving with other forming techniques to create jew- 
elry. 


ETCHED PLASTIC 


Most of the time, care must be exercised not to scratch plas- 
tic, but designs can.be created by intentionally scratching into 
it. Before you lift all the masking paper covering, etch a desired 
shape into the plastic with a sharp tool—a file or a nail. Initials, 
hearts, and abstract forms are fun to etch. 


CAST PLASTIC 


Liquid plastic is available as casting resin. When a catalyst is 
added to it, any shaped mold can be filled. Many artists use this 
form of plastic to cast sculpture. For classroom use, pour the 
casting resin to embed such favorite shapes as butterflies and 
flowers. Or carve a design into clay or plaster and cast the resin 
into it. Glue on jewelry findings. 


PLASTIC BAG ART 


Clear plastic vinyl comes in sheets at hardware and fabric 


stores. Plastic food bags, old tablecloths, and raincoats will 
work, too. 


Procedure 


1. 


Draw designs on plastic sheeting with acrylic paints or felt- 
tip pens. Suspend large panels of plastic sheeting as environ- 
ment spacers or banners. (Try rolling house paint designs on 
super sized panels.) 


. Or, collect pebbles and shells to fill plastic bags. Stitch the 


sides of the bags together on a sewing machine. Small bags 
can be exhibited or worn. 


. Plastic can be made to adhere to itself by gently pressing its 


two sides together with a hot iron.. 
For a giant sculpture, inflate plastic bags of assorted sizes 
with air or gas, and close them with a hot iron. 


. Attach bags to each other and suspend them from the ceiling. 


Project colored lights and slides on these “balloons” as they 
move in the breeze. 


LIQUID PLASTIC FILM JEWELRY 


Liquid plastic is available in colors in hobby shops. You have 


probably seen it used for making flower shapes. The same 
material can be used to create original jewelry forms. Form a 
shape out of wire and dip it into the liquid plastic. A thin film 
will fill the inside of the wire form (like a soap bubble). This 





11-20 The pin on the left ts a 
wire design dipped into plastic film. 
Initials, names, eyeglasses, and 
flowers are other shapes that work 
well for dipped plastic film. Top 
center are a shell pin, a baker's 
clay pin, and bird example of bak- 
er s Clay, a popular folk art from 
Equador. The necklace, center, is 
really of three layers: the top two of 
felt and the bottom of brass shim. 
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will harden into a flexible film. (White glue colored with temp- 
era paint can be substituted for the plastic film.) 

For variation, create design shapes with liquid steel or sili- 
cone rubber sealant. Both are available at hardware stores. Sili- 
cone rubber comes in tubes of white, clear, aluminum or black. 
Squeeze line designs on waxed paper. Follow a design sketch 
placed under the waxed paper, if desired. The silicone rubber 
takes quite a while to set, so leave it overnight. 

When the silicone rubber is hard, remove it from the waxed 
paper. Dip the silicone designs into the liquid plastic film for 
color fill-in. Or fill the spaces with tissue paper that has been 
covered with glue or starch. Finish the project with a plastic 
spray. Try dipping twigs, clay designs, baker’s clay designs, 
pipe cleaner designs, toothpick shapes, clay coil designs, butter- 
flies, and dried flowers into the plastic film. Wear these as 
jewelry or suspend them from hangers and enjoy watching the 
colors as they move. 


STYROFOAM ART 


Procedure 

1. Cut jewelry shapes out of soft or rigid Styrofoam (meat 
trays, cups, and egg cartons). 

2. Use a soldering iron to burn out shapes, or scratch designs 
into the plastic with nails or pencils. 

3. Glue the shapes together. (Try spray adhesive.) 

4. If desired, cover the plastic by dipping it into plaster or some 
spackle, to create rigid shapes. 

5. Finish the project by decorating it with paint or felt-tip pen 
designs. Add “stick ons” such as feathers, seeds, and pieces 
of old jewelry. 

6. Try carving into a large slab of Styrofoam, using dull knives 
and soldering irons, to develop it into a three-dimensional 
sculpture. 


Metal 


Most museum collections have examples of metal jewelry 
dating from all periods and cultures. Copper is a favorite metal 
that has been used since 8,000 B.c. because of its rich color and 
durability. We find it used in jewelry and religious artifacts and 
formed for hunting and eating utensils. Today, we have a wide 
variety of metals and alloys that are suitable for jewelry con- 
struction. 

For classroom purposes, inexpensive, easily available metals 
are desirable. We all admire ornaments formed in silver and 


gold, and studying these aesthetic forms from past and present 
cultures can help our knowledge of forming and joining proce- 
dures. Simplifying and adapting these processes for use with 
easily malleable metals are fun and a challenge in design and 
construction. Practice in these jewelry techniques can lead to a 
greater interest in, and understanding of, the history, uses, for- 
mation, and cultural practices of jewelry making. 


METAL SHIM 


Metal shim is thin sheet metal that is available at hardware 
stores. It is packaged in brass, aluminum, and copper. The metal 
is so thin and pliable it can be cut very easily with metal snips, 
Scissors, Or a paper punch. Metal design combinations are 
decorative yet inexpensive. Instead of soldering, any good bond 
cement will hold designs in place. The metal also can be woven 
or combined with leather scraps, other metals, bones, shells, 
wood beads, and plastic. (See Figures 11-20 and 11-21.) 


Supplies Needed 

dowel 

metal shim 

oddly shaped metal pieces: brass washers and scrap metal 
pumice powder or household cleanser 
SCISSOFS 

fine steel wool 

tin snips 

files 

cement 

emery papers 

cloths 

hammer 

plastic or wood putty 

saw 


Procedure 

1. Cut out shapes from the metal shim. 

2. Experiment by hammering the metal shim flat or around 
unusual forms, both rounded and irregular such as nails, 
kitchen utensils, old doorknobs (and as in copper tooling, 
see page 368.) Metal hammers will add texture to the shim; 
a leather or rubber mallet will not add marks. 

3. Fill the insides of the metal shim forms with plaster or wood 
putty to hold the three-dimensional shapes. 

4. Or stack cutout shapes such as in the overlay technique on 
page 338. Fill the negative (open) forms with epoxy and 
crushed colored stone. 

5. File the edges with fine-toothed files. 

6. Further remove scratches with emery papers, working from 
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11-21 Fxamples, from the left, 
are a hammered wire necklace, 
feather earrings, a brass shim 
stamped necklace, and, top right, a 
snake vertebra necklace. 


coarse to fine. Use a fine steel wool and then a pumice pow- 
der or household cleanser on a cloth to remove all the tiny 
scratches and shine the metal. Buff and polish. 

7. Combine collected found metal pieces with the metal shim 
pieces (both formed and flat) and build the jewelry piece. 
Designs of whimsical animals, insects, names, and abstract 
forms are all possibilities. 

8. Or cement a metal design to a background shape of wood, 
other metal, leather, plastic, or papier-maché. These make 
fascinating and durable pendants. 


\ 


TWISTED AND HAMMERED WIRE JEWELRY 


Wire neck loops are very versatile pieces of jewelry. Study 
balance, form, and color in designing a wire necklace. 


Supplies Needed 
clear plastic spray 

copper or brass wire in two or three thicknesses 

round-nose and flat pliers 

hammer (ball-pien) 





wire cutter 


metal rod or piece of pipe 

beads or other items to be strung 
steel wool 

wooden dowel 

steel surface (an old railroad rail) 
ruler 


Procedure 


1. 
A 


Cut a piece of wire to a length of about 15 inches long. 
With your fingers gently form the wire into a ring of a 
diameter large enough to fit around your neck. 

With round-nose pliers, turn one end of the wire over into 
a small, closed loop. Proceed with steps 4 through 8. After 
the necklace has been strung with beads or other selected 
items, complete the neck ring by forming a loop on the 
opposite end. Do not completely close this end as it is to slip 
into the other end for a clasp. 


. Plan the shapes that will extend from the neck loop. Experi- 


ment with string with the neck loop placed flat on a surface 
to find interesting shapes for the wire. (String is a more 
flexible material and will bend into circles and spirals easily 
and quickly.) 

After finding a pleasing design, bend the necessary amount 
of wire with the round or flat pliers (use your fingers for 
larger forms). Use lighter weight wire for these. 


. Hammer the designed wire loops on a metal surface to make 


the wire flat and to give it shape. File any rough surfaces. 


. String the shapes on the neck ring, keeping them in a 


planned order. (Fill in any spaces between the shapes with 
beads or plastic tubing to hold the dangling shapes in place.) 
For variation, hang beads from the neckpiece wire. Attach 
them with a short piece of wire. To hold the beads on, wrap 
one end of the wire around the neckpiece wire, string on the 
beads, and then simply hammer the end of the dangling wire 


flat. 


These free-form rings are fun to make and to wear. 


Procedure 

1. Begin with a piece of wire 18 inches long—20- to 22-gauge 
works well. (Telephone wire also will work.) 

2. Use a wooden dowel whose diameter is the same as your 
finger or build the dowel up to the proper diameter with 
masking tape, and wrap the wire around the dowel three 
times. 

3. Leave extra wire on both ends. Form spirals and coils with 


the round-nose or flat pliers. Twist and shape the wire fanci- 
fully. If desired, hammer sone of the shapes flat. 
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4. Add beads if desired. Extra shapes can be glued on with 
epoxy. 


REPOUSSE COPPER TOOLING 


Repoussé, literally “pushed back,” is a design worked from the 
underside of thin metal. This forms a raised picture. 


Supplies Needed 

thin tooling copper (between 30-to 36-gauge, available in 12- 
inch sheets) cut into squares of any size—-we used 4-inch 
squares 

pencil, nail, or sharp stick (sharpened Popsicle stick) 

liver of sulphur (available at hobby supply stores) 

small brush 

steel wool 

newspaper pads and paper toweling 

mounting background: wood, cork, leather, cardboard, or a pic- 
ture frame 


Procedure 

1. Sketch a design on paper. Keep the design simple, but plan 
for a generous amount of textures. 

2. Work on a thick pad of newspaper. 

3. Place the design sketch on top of a copper square on the 
newspapers. 

4. Press into the lines with a pencil, nail, or a sharpened Popsi- 
cle stick (anything that is sharp). 

5. After transferring the design to the copper square, remove 
the paper sketch and go over the lines on the copper to 
reproduce the design. Press hard. 

6. Press down inside the design shapes on the copper, which 
will cause them to pop out. Turn the copper over and press 
again. Keep working from front to back until your design 
is in three-dimensional relief: the design emerges from the 
Original surface of the square. This technique is called re- 
pousse. ~ 

7. Imaginative birds and animals are recommended as designs 
because of the variety of textures they encourage. 

8. Brush on a diluted solution of liver of sulphur. Leave it on 
until the copper gets black. 

9. Blot the square dry with paper toweling. 

10. Use steel wool to brush the raised surfaces; this will remove 
the sulphur from the top and the deepened lines will remain 
black. 

11. Cover the square with nail polish or plastic spray to keep 
it from oxidizing further. 

12. Cut the copper into a circular shape and mount it with glue 
on a leather backing. Poke a hole in the leather and string 


it for wearing. It also can be mounted on a block of wood 
or cork or placed in a small frame. 


COPPER ENAMELING 


Young people love to enamel. It is one of the most exciting 
crafts and has been practiced for centuries. Enameling has in it 
the suprise element of color combinations. Although you can 
anticipate fairly well the color results, suspense remains as the 
kiln heats, blends, and releases in cooling handsome color com- 
binations. As one young student has said, “Each enameled piece 
is like a small treasured painting.” In planning the designs, have 
the students consider each piece as a fantasy painting. Teachers 
will find that demonstrating the process and displaying several 
completed examples will provide enough motivation for stu- 
dents. Both boys and girls enjoy wearing this art form. 

We start this process with first-graders and plan to have 


11-22 Copper enameling is fun 
to do and wear. These students are 
sprinkling powdered enamel on cop- 
per shapes through a small screen. 
The toweling under the copper cap- 
tures spills. 
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several older helpers on enameling days. Successful designs are 
achieved even by the youngest or beginning enamelist. 

Enameling is the process in which finely ground powdered 
glass, lumps, or threads are applied to the surface of a metal 
shape and then are heated in a kiln until the glass melts and 
fuses with the metal surface. In the classroom, the common 
metal used is 18- to 22-gauge sheet copper, or precut copper 
blanks. Pure silver and gold are used in fine jewelry. 


Supplies Needed 

sheet copper (18- to 22-gauge); or precut copper blanks (circles, 
squares, rectangles, or ovals); or copper cut into 2- or 3-inch 
shapes 

metal shears 

copper wire 

powdered enamels in various colors 

enamel lumps and threads 

flux (a colorless enamel) 

plastic bags 

steel wool 

gum tragacanth (commercial names are KYLR Fire or Enamel 
Ease) 

tweezers 

spatula 

80-mesh wire sieves or nylon hose 

drill for holes or a hole punch | 

small enaineling kiln 

firing fork 

firing rack 

a brick or an asbestos file 

jewelry findings 

epoxy 

jewelry saw and blades 

metal files 


Procedure 

1. Prepare three working-station areas. 

2. The day before the enameling is to be done, have the stu- 
dents clean their piece of copper with steel wool. Two-, 3, 
or 4-inch round or square shapes are good beginning sizes 
for pendants. Irregular shapes can be cut or sawed from a 
flat sheet. Be sure that each piece is cleaned well, especially 
at the edges and corners. 

3. Have the students initial their copper on the back with a 
grease pencil. Drill any holes now that will be necessary if 
the piece is to be worn as a pendant. Several copper pieces 
can be drilled to be joined later with wire jump rings (see 
page 344), as is commonly done in making necklaces or 
bracelets. 


10. 


Paint a salt solution (1 teaspoon of salt to 4 ounces of water) 
on the back of the copper to prevent scaling in the kiln. (Or 
clean it with steel wool after the firing.) 


. Place the cleaned copper pieces (make sure all greasy finger- 


prints have been removed) in small plastic bags. Hold them 
at their edges. Use these bags in handling the copper from 
now on. [he closed bags prevent oxidation and keep out 
dirt. Cleaning is an essential part of the process. 

At another working space (on the next day), prepare each 
powdered color on a separate piece of toweling, with the 
hope of being able to reuse spilled enamels. Each piece of 
toweling holds one color. Students can change places for 
different colors, working carefully. An assorted variety of 
enamel lumps and threads can be added to the basic opaque 
primary colors: red, yellow, blue, white, and black. Shaking 
one color over another provides variety, too. 

Have students work in groups of six or eight (by tables or 
rows) with an assistant helper to explain the processes fur- 
ther. 


. First brush on a coat of gum tragacanth, the liquid binder. 


Cover the copper evenly. 

Using an 80-mesh sieve or an old nylon stocking, sift the 

powdered enamel onto the gum solution on the copper 

piece, making sure that the edges and corners are covered 

thoroughly with the enamel. (See Figure 11-22.) 

Apply the enamel to about the thickness of a dime. Some 

areas can be thicker than others, and overlaying color will 

build up areas. Apply the enamel in any of these ways: 

a. Brush the clear gum tragacanth solution (a cleaner and 
binder) on the clean copper surface. 

b. Sprinkle it on with your fingers to build up color areas. 
This will give a bumpy texture 

c. Cut a stencil design from oak tag. Sprinkle enamel 
through the stencil. 

d. Mix each color into a paste form (enamel mixed with 
water or gum) and paint the copper with a brush. Let the 
colors touch each other as they would in a painting. 

e. In the cloisonné method the copper is painted with flux; 
it is fired, cooled, laid on wire forms on copper (20- or 
22-gauge copper wire), and then refired. Both the flux 
and the wire adhere flat to the copper surface during the 
firing. When they are cool, the wire shapes are filled 
with enamel paste (enamel and water mixture) that is 
brushed in. The enamels in each space can be packed in 
with a small cupped tool or the end of a paintbrush. Fire. 

f. Add colored lumps and threads of enamel for various 
color designs. Place these carefully over the powdered 
color. Use tweezers or just drop them on carefully. 

g. The next two procedures are for more advanced upper- 
elementary students: 
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11-23 This student is using a 
small kiln and asbestos blocks on a 
Formica tabletop. This kiln will 
adequately fire a few pieces at a 
time in about 3 minutes. 


Sgraffito Procedure 


J be 
2 


Clean and coat the copper shape with gum tragacanth. 
Fire a base color on the copper shape. When it has cooled, 
dust a contrasting color over it. 

Use anything pointed, such as a toothpick, to scratch 
through a design to the bottom coat. Fire the copper again. 


` 


An Alternative Sgraffito Procedure 


É 


2. 
oF 
4 


Fire a base color to the shape. 

Let it cool. 

Paint in a design shape with gum tragacanth. 

Carefully dust on a contrasting color that will only stay 
where the gum has been applied. 

To remove the excess, tap the side of the piece. The excess 
will fall away and the enamel color will stay where the gum 
has been applied. 

Build as many color and design areas as you wish. 


COUNTER ENAMELING 


To counter enamel is to enamel on the underside of a piece 


as well as on its face. The process is the same as the preceding 
for copper enameling, except that the piece must be placed on 
a trivet in the kiln, rather than on a firing rack. This is optional 
on small jewelry pieces. 


Procedure 
Lift the copper form with a spatula and place the piece on 
a firing rack. On a large rack, about four copper pieces (2 X 


r 





2 inches) can be fired together. Smaller kilns can fire two 
copper shapes at once. 

2. Preheat the large kiln to a temperature of about 1,500°F. It 
takes the kiln approximately 1 hour to reach the firing tem- 
perature. [he small table kiln heats to a melting temperature 
in about 20 minutes. 

3. Place the piece in the kiln. The firing should take from 1 to 
3 minutes. When the enamel looks smooth and shiny, the 
piece is done. The lumps of enamel are the last to melt 
because of their thickness. 

4. Remove the copper piece from the kiln with the firing tool 
and place it on an asbestos tile to cool for a few minutes. A 
brick can be used in place of the asbestos tile. 

5. Place the cooling piece near the kiln and out of any drafts. 
Quick changes of air temperatures cause the enamel to crack 
and chip. Some of the very thick bubbles of glass will come 
off if they are too thick; they may need to be refired. In an 
emergency, glue them back on with white glue. 

6. Finished pieces can be worn as jewelry or epoxied to a wood 
surface and displayed. 


METAL CASTING 


This is a simplified casting procedure for elementary-school 
classrooms without sophisticated casting equipment. 


Supplies Needed 

lead—from old fishing weights and tire balances 

Or pewter—comes in sheets, wires, ingots, or scrap, melts at a 
temperature of about 500° F. 

carve designs into cuttlefish bone, plaster blocks, wood blocks, 
charcoal blocks, salt blocks, or sculpstone 

large ladle or clay crucible with a protected handle (asbestos 
gloves or pliers) 

block of wood to go under the moid 

wire, C-clamps 

a nail, to carve designs 

propane torch or electric hot plate 

asbestos pad 

files, sandpaper, steel wool, polishing materials 

findings 

additives such as beads, stones, feathers, pearls, or shells 


Procedure 
1. Gather all materials. Carve design into the block material. N 
2. After the design is carved, place a few pieces of lead or 


pewter into the ladle. eS 
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11-24 Examples of leatherwork. 
From top down: hair pieces and 
bracelets outlined with felt-tip pens 
and filled with acrylic paint; cut- 
leather pendant; braided suede belt; 
stamped leather key rings; and a 
fooled leather belt. 





3. Place the carved mold on the wood backing. Wire or clamp 
together if needed for stability. 

4. Light the torch. 

5. Grasp the ladle with asbestos gloves or pliers and melt the 
lead or pewter. It melts within seconds. 

6. Pour the metal, while it is molten, into the cavity mold. 

7. Immediately place any finding necessary into the molten 
metal. 

8. Let the metal cool and remove from mold. 

9. File or sand the cooled metal, where needed. 

10. Polish. As lead does not have a high shine, oxidizing is a 
pleasing finish. Oxidize the lead by applying India ink all 
over it and then wipe off the top surfaces quickly. 

11. Epoxy on findings as needed. 

12. Add any decorative items. 


Leather 


All young people are eager to handcraft objects from leather. 
They find delight in manipulating the leather and changing its 
form to their needs and wishes. The organic material itself has 
unique qualities, from its individual odor to its various colors. 
Students can begin at any age to stamp and paint leather with 
the simpler tools. It is hard to stop the students or keep up with 
their ideas when they work with leather. And a great part of 
their pleasure comes in wearing what they have made. 

The advantages of doing leather-craft in the classroom are 
that leather is practically indestructible and only simple tools 
are required. Many leather shops sell inexpensive bags of scraps 
for classroom use. 

Use leather to create jewelry (rings, bracelets, and necklaces), 
hair ornaments, key rings, belts, purses and wallets, to cover 
small boxes, and as table decorations. Combine it with other 
craft materials such as fibers, clay, and metal in wall hangings 
and sculptures. 


Supplies Needed 

pencil 

paper 

ruler (optional) 

small sponge 

bowl of water 

soft rags 

paper toweling 

leather scraps of various thicknesses 

modeling tools (with pointed and spoon-shaped ends) 
metal stamping tools (various designs and letters) 


hole punch 
snaps 


dyes and stain, permanent felt-tip pens, and acrylic paints 
brushes 


a flat, durable working surface: Masonite, marble, or a cookie 


sheet for stamping and tooling 


a weight of any kind 
neat lac (a commercially prepared lacquer finish to spray or dab 


on for a permanent water-resistant finish) or shoe polish 


STAMPING AND PAINTING LEATHER 


Procedure 


E 


2 


= 


Either use scrap pieces that are the size desired or cut pre- 
ferred shapes with scissors or metal cutting shears. 

Dip the leather pieces into a bowl of water to dampen them. 
Place the leather on the working surface. 

Use leather stamping tools to create interesting designs. Stu- 
dents can select the tools they want and share others. Use a 
good sized leather hammer for stamps; the greater the pres- 
sure, the deeper the tool will stamp into the leather. A good 
stamp set of the alphabet will provide design possibilities for 
names and messages. Have the students work at various 
stations, such as one for stamping and another for painting. 


. Paint designs on the leather. Sketch a design on paper; flow- 


ers, birds, animals, and geometric shapes are all excellent. 
Place the sketch over the leather and draw over the design 
with a sharp pencil. Remove the sketch and draw over the 
design on the leather with a black (or any color) felt-tip pen. 
These outlines will be sharp. Then use acrylic paints to fill 
in the outlined areas according to the prepared design. Both 
the felt-tip pens and acrylic paints are permanent on the 
leather. Special leather dyes are available from hobby stores 
and, since they are acrylic based, the paints work just as well 
and can also be used in many other classroom projects. Fin- 
ish the leather by staining or spraying it with neat lac. 
Punch any needed holes. 

Add snaps where needed. 

Use copper jump rings to suspend a pendant and use a plastic 
thong when wearing the leather as a necklace. 


LEATHER TOOLING 


Procedure 


l. 
2. 


Prepare a sketch of the design. 

Prepare the leather by wetting it with a damp sponge and 
cool water on its flesh side, until it is uniformly damp and 
the grain side darkens (but do not saturate the leather). 
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10. 


11. 


12. 
13. 


14. 
15: 


16. 
17. 
18. 
S 


. Lay the leather grain-side up, until the water evaporates 


somewhat and the leather begins to return to its natural 
color. 

Place the paper design on top of a piece of leather and tape 
it at its outside edges. 


. Go over the lines of the design with the pointed end of the 


modeler tool to transfer the lines to the leather. Use a ruler 
for straight lines if you wish. 

Remove the paper. 

Go over the design lines on the leather with the pointed end 
of the modeler. 

To depress the background and create shaded areas or to 
raise the design, press the leather down, around and be- 
tween the design with the spoon end of the modeler. 
Smooth down the background carefully. Press down fairly 
hard and continue to smooth the background areas until it 
forces the design to be raised to your requirements. 


. Keep the leather damp as you work by moistening it with - 


a sponge on the grain underside. 

When the tooling has been finished, the leather will be 
slightly warped. To flatten it, dampen it well and lay it flat 
with the design side on the paper toweling. Weight it down 
with something heavy (a book, perhaps) and large enough 
to cover the entire leather piece. 

Let it stand for about 4 hours. If it is kept standing longer, 
the leather may get moldy. 

Remove the weights and let the leather dry completely. 
Mark and cut off any excess on the edges (use a good utility 
knife or metal cutting shears). 

Stain the leather as the stain instructions indicate. 

Finish the leather with neat lac (a commercial lacquer 
finish) or polish it with a soft cloth. 

Punch holes where desired. 

Add snaps where needed. 

Use lacing and thongs if the leather is to be worn. 

For variation, paint on leather designs with acrylic paints 
and when the paint is dry cover the leather with neat lac. 


Simple Finishing Procedures 


SANDING 


Sandpaper is most commonly used to finish wood, plastic, 


plaster, rough paper, leather, and metal. As sandpaper is availa- 
ble in various grits, work from the roughest to the smoothest 
grit. To remove very small scratches on metal, use very fine steel 
wool. Or a paste of putty and olive oil will remove light scrat- 


ches. Clean metal with toothpaste and a cotton ball or soft 
cloth. Finish as follows. 


Electric Sanding and Polishing 

Any standard electric household drill can be used as a sander 
and polisher. Use a regular hardware vise and clamp the drill to 
a heavy table, which converts the drill into a standing position. 
Place attachments into the bit end. This is an inexpensive, safe 
way to create a stationary polisher and the drill will not become 
hot too quickly. You can use this device to sand and polish most 
materials, including metals, wood, and plastic, to a pleasing, 
shiny finish. 


POLISHING METAL 


Tripoli and rouge are two polishing compounds that are or- 
dinarily used with a buffing machine. The tripoli helps to 
remove any unfinished edges, and the rouge is the final polish- 
ing material. Attach a buffing wheel to the electric drill, and you 
have an excellent polishing machine. A small electric hand tool 
has various attachments, including drills, grinding bits, and 
polishing wheels, that are all handy for jewelry construction 
(which includes working with metal, plastic, and wood). When 
no electric tools are available, polish the metal with a household 
metal polish, which is sold in grocery stores. Rub with a soft 
cloth, and polish with a chamois. 


OXIDIZING METAL 


Oxidizing metal makes it look like an antiqued piece with 
shiny, high places and dark, indented places. Silver and copper 
can be oxidized by brushing or dipping boiled spinach juice on 
the metal. Liver of sulphur (see “Copper Repousse,” pages 368- 
369) will deliver the same effect and is available at drug or 
hobby stores. When the metal darkens, rinse off the excess. Rub 
away the high surfaces with steel wool or pumice powder on 
a cloth and polish the metal as desired. 


WOOD FINISHES 


A light coating of linseed, olive, mineral, salad, and pure 
lemon oil are ail appropriate finishes for wood. Allow oils to 
absorb, pat with paper towels, and wipe carefully. Petroleum 
jelly, varnish, shellac, paints (both water soluble and oil based), 
shoe polishes (both liquid and cake), and wax are all excellent 
finishes, depending on the finish desired. 
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LEATHER FINISHES 


A neutral shoe polish is one finish for leather. Neat lac, a 
commercial product, is a commonly used finish and is a water- 
resistant lacquer that can be conveniently sprayed on or dabbed 
on with a wool dabber. The teacher can place the almost 
finished leather objects on newspaper outdoors. Then the neat 
lac can be evenly sprayed across all the objects at once; use neat 
lac outside as it is a lacquer product with fumes. Colored stains 
are another commercial finish. 


4 


PLASTIC FINISHES 


Clear Vinyl! Acrylics 
Clear vinyl acrylic is a water-based finish that appears to be | 
opaque white but dries clear. It is available in gallon and quart 
paint containers. It can be brushed on any paper, wood, plastic, 
plaster, metal, or clay object to give a water-resistant finish 
(when dry). Vinyl can be cleaned up with water before drying. 
This product can be used with papers for montage, collage, and 
decoupage. Commercial products are Deft and Water Lac. 


White Glue 

White glue can be diluted with water so it can be brushed on. 
It will give the same shiny quality as water lac. It can be used 
for montage, collage, and decoupage. 


Paints 

Acrylic paints can be brushed on with water, yet will dry to 
a permanent, water-resistant finish. They are excellent on all 
clays, leather and wood. Enamel paints, from hobby supply 
stores, are permanent but do need turpentine for cleanup. 
Watercolor paints (tempera as well) can be thinned and brushed 
or rubbed on clay, wood, leather, and plaster. 


Felt-Tip Pens 

Permanent pens do not smear. Water-based and permanent 
pens can be used on clay, plaster, wood, salt ceramic, baker’s 
clay, and papier-maché, but water-base pens need to be 
finished with a polymer coating. 


Polymer or Acrylic Gloss 

A variety of plastic finishes are available in hobby supply 
stores. These can either be brushed, dipped, or sprayed on. A 
plastic finish is needed where water-based pens and paints are 
used for permanency. Acrylic gloss is another name for the 
same product. 


Checkpoints 


B 


A small amount of toothpaste or cleansing powder on a soft 
cotton cloth dampened with water will clean silver, pewter, 
copper, and brass. Rub the metal gently until the surface is 
clean and smooth. A pencil eraser will also rub off any oxida- 
tion on silver, copper, or brass. 

Toothbrushes are effective for cleaning deep surfaces. 

Dip jewelry in clean water and dry it before buffing. Then 
spray it with a plastic coating, or dip it into a vinyl for a hard 
coat finish, or cover it with a coat of clear nail polish to 
prevent air tarnishing and oxidation. Spray any plastic coat- 
ing out of doors. 


. To remove scratches from plastic, rub it with an automobile 


rubbing compound or toothpaste on a wet cloth. Dry and 
buff it with a dry cloth. Polish plastic with carnuba paste 
wax or lemon oil polish. 


Further Suggestions for Creating 
Jewelry 


T 


Weave unique neckpieces on a small loom. 

Use powder puffs as a base for happy face pins. 

Dye bottle corks with bright vegetable dye colors or temp- 
era paints. Add decorations with pipe cleaners, straw, yarn, 
and buttons. 

Use a brass rod (14-inch diameter) as a base for a choker 
necklace, round it out with your fingers, bend hooks on the 
ends with pliers, and hammer the ends flat. 

Cut 1⁄4 -inch pipe with either a hack saw or a plumber’s pipe 
cutter to make metal beads. 

Bones are beautiful shapes. Wash and soak them in a solu- 
tion that is one-half water and one-half bleach. Polish the 
bones with a white polishing compound and buff them. 
Glue seeds onto a tin can lid (with bound edges such as a 
tennis ball container lid) in a mosaic pattern. Add feathers, 
pop top fasteners, nuts, bolts, leather and cloth scraps, or 
string seeds for a necklace. (see Figure 11-9.) 

Slice walnuts in half with a hack saw to uncover the beauti- 
ful lacey design inside. Sand them with sandpaper and 
paint them with polymer or clear nail polish. Glue a back- 
ing On and wear one. 

Cut balsa wood into interesting shapes; sand them smooth. 
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11-25 Glass cookie art, and a 


bracelet, beads, and necklace made 
of pasta and cereal decorated with 
felt-fip pens. 
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10. 


I1. 


T2 


To: 


14. 


15. 





Paint designs on the wood with acrylic paints or draw on 
them with felt-tip pens. Cover the painted wood with an 
acrylic gloss medium. 

Dye ordinary poultry feathers to add to homemade jewelry 
forms in salt ceramic, baker’s clay, and Styrofoam. 

Use colored yarns for wrap technique necklaces (see Figure 
11-16). 

Create small papier-mâché free-form shapes. Paint, deco- 
rate, string, and wear them. 

Necklaces can be strung with pasta forms. Decorate with 
felt-tip pen designs. 

Decoupage some of your favorite photographs on a wood 
or cardboard backing. Trim the edges with yarns or lace. 
Use fabric crayons on typing paper. Iron onto a polyester 
fabric. Place cloth design on top, polyester fill in between 
and thin cotton on bottom. With a running stitch, quilt the 
design together. Wear as jewelry. 





16. Embroider a heart shape with small hearts and a loving 
message. Glue the cloth to a cardboard or wood backing. 
Glue on tabs and wear the design. Any shape, messages, or 
names are fun to embroider and wear. 

17. Usea felt backing and stitch on a beaded design. Mount the 
finished beaded work on leather or balsa wood. String and 
wear it. (See Figure 11-17.) 

18. String shells into which holes have been drilled or made 
with a hot needle. 
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Drawing, Painting, 
and Lettering 


Drawing, painting, and lettering with tools that make marks 
on surfaces have their roots in prehistory. Clearly, man has 
always felt the instinctive need to record and express his ideas. 
Early man did so on the walls of caves and across the surfaces 
of rock. 

These are two-dimensional experiences, in that a tool is used 
to record a flat image on a surface, which is the impression 
intended by the artist. Most people have probably at one time 
or another made drawings to visually express an idea, observa- 
tion, or experience. Drawing, or recording on paper, stone, or 
any other flat surface, is actually instinctive in each of us. If we 
were to develop without any interference from outside influ- 
ences, the ability to draw and express ideas with tools on sur- 
faces would be exercised by all.! 

Indeed, the difference between young children and their 
freedom to express ideas in any form is in contrast to the sense 
of risk that we develop toward creating word and picture forms 
as we grow older. It is our intention in this chapter to encourage 
teachers and students to regain that freedom to express ideas 
and forms in two-dimensional terms through practicing art in 
specific media. Through art experiences in drawing and paint- 
ing, we are able to keep our contact with the meaning of life 
and living, for art beckons to the creativity in each of us. 

Drawing is a basic form of expression, for one must be con- 
cerned with visual and aesthetic arrangements. When drawing 
is done with a brush, it is called painting. Many aspects of, and 


! Viktor Lowenfeld, Creative and Mental Growth. (New York: Macmillan Pub- 
lime Co., Inc., 1947), p. 1. 
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12-1 Devotional page from a 


French Book of Hours, A.D. 1492. 


Courtesy of Special Collec- 
tions, Library, Arizona State 
University. 
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approaches to, artistic vision have their foundation in the natu- 
ral desire for the artist and the child to draw. 

Drawing can be done on any surface. For example, artists 
who work with clay often inscribe their work as a surface 
decoration. A painting is often highly linear and is the result of 
drawing with the brush. Sculptors make careful preliminary 
drawings of their ideas. 

To draw is a desire to clarify ideas by visually representing 
them. Putting ideas down helps to crystallize thinking and to 
record it for retrieval at a later time. There is, of course, the pure 
joy of drawing and painting that interacts with both the cogni- 
tive and affective domains. 

In Figure 12-1, we see the significance of drawing and letter- 
ing as a tool. In the earliest times, books were meticulously 
written and illustrated by hand. As a result, the craftsperson’s 





skill was revealed in the calligraphy of his handwriting, and in 
the marginal decorations that often accompanied the written or 
printed word. The advent of the printing press in Germany, in 
the midfifteenth century, began the period of incunabula, or 
books published prior to a.p.1500. Students can learn much of 
the beauty of lettering and the printed page by studying the 
early history of book development. 


Drawing and Painting Tools 


One can draw with many tools. Some of the most familiar 
and easiest to obtain drawing tools are crayons, marking pens, 





12-2 Drawing helps us to crys- 
tallize our concepts of things 
through skills in observing and 


sensing the nature of forms. 


12-3 Firsthand experiences with 
the actual subject are the best way 
fo observe all the details of a par- 
ticular form. At other times, illus- 
trations from books and magazines 
are utilized. Note that drawings 
are exhibited on board for discus- 
SION. 
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12-4 Charcoal is a fast, direct 
medium that is easily changed and 
blended with fingers, cloth, and a 
sponge eraser. In this lesson, facial 
proportions and features were dis- 
cussed before portraits were drawn. 


charcoal, pastels, pen and ink, and pencils. Each tool has its own 
characteristics and, thus, provides particular effects in accord- 
ance with the manner in which it is used. Drawing tools are 
linear in function, whereas paint is primarily a filling medium. 
Of course, there are times when the paintbrush is a drawing 
tool, and when the drawing tool, such as charcoal or pastel, is 
a filling medium. 


CHARCOAL 


Charcoal has blending properties that lend it to drawing in 
the elementary-school classroom. The two main types are vine 
and compressed. Vine charcoal is light in tone and erases very 
easily. Compressed charcoal is made from pulverized charcoal 
or carbon and is much blacker than vine. Both types of charcoal 
come in degrees of softness or hardness. The compressed type 
gives a very black line surface and does not erase easily. The 
vine type is nice at times because it can be erased with an eraser 
or cloth. Both types of charcoal also can be rubbed with the 
fingers or a cloth to modify the tones. The nice thing about 
charcoal is that it makes it possible to built up tonal surfaces or 
the feeling of dimension in a picture. It can be used at its point, 
or it can be held so that the side is the drawing tool. Charcoal 
is actually wood (willow, bass, or beech) that has been burned 
to dry carbon. Charcoal is an art tool that is appropriate to all 
grade levels. 


PENCILS 


Pencils are good linear and blending drawing tools. They 
come in many varieties and sizes, the most common being char- 





coal pencils, graphite, and colored pencils. Pencils range in 
graphite hardness from 6B (softest) to 9H (hardest). Usually a 
2B, HB, or even the regular school pencil will do the job. Pencil 
provides its own characteristic line. The softer pencils are prob- 
ably the best to use, as light lines, dark lines, and shading are 
possible with them. Pencils are made by sheathing graphite or 
other material with wood. If you would like to know more 
about how pencils are made, write to a pencil company for 
printed matter explaining its manufacturing process. The com- 
pany usually is happy to oblige. (See Figure 12-2.) 


PASTELS 


Pastels come in many varieties and are essentially either a dry 
or an oil-base type. Both types of pastel can be blended easily 
and lend themselves to the making of colorful pictures with a 
dry medium. Dry pastels are nice in that they can be blended 
by working two colors together or by using the fingers. Oil 
pastels are similar to crayons but have a much greater color 
range and are more permanent in nature. An infinite color range 
is possible by building up color, tone over tone. However, both 
dry pastels and charcoal must be sprayed with a fixative to keep 
them from fading. Hair spray often will substitute for commer- 
cially made lacquer fixatives. 


MARKING PENS 


Marking pens are especially suitable to the elementary- 
school classroom as the ink flows readily from the tube. The 
child does not have to work hard to produce a line. Children tire 
quickly from trying to cover a surface with crayons. [his is not 
so with marking pens, which are available in either water solu- 
ble or permanent colors. The water-soluble varieties are much 
cheaper and are only slightly more expensive than crayons. 
They offer greater color hues and large surfaces can be covered 
quickly. Neither type is toxic. 


PEN AND INK 


Pen and ink also offer artistic possibilities in a wet medium. 
The pen is dipped and the drawing commences. Nonpermanent 
inks are more sensible for classroom use. Feathers can be made 
into quills, as can bamboo branches, and twigs can be dipped 
into ink to provide variations on what the pen can do. Brushes 
can also be used with ink. A good project with ink and brush 
or pen is calligraphy, or lettering. The Japanese and Chinese 
long ago mastered the art of drawing with brush, pen, and ink. 
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Paes eee Crayons are the most available materials for the classroom. 
They come in a great variety of colors, including fluorescent. 
Varying sizes of crayons permit working on small as well as on 
large surfaces. Small hands can work with small crayons. Large 
mural papers are covered quickly with large crayons and free 
movements. 


1. Peel the paper off the crayon and draw with the side of the 
crayon. Use a stack of newspaper under the drawing paper. 
Shade with the side of the crayon by applying different 
pressures. 

2. Rubbings. Draw on paper placed over different kinds of sur- 
faces such as wood, cloth, sandpaper, cardboard, and bricks. 
Use the side of the crayon as well as the pointed end. Dis- 
cover how many textures you can find using this technique. 
Coins, leaves twigs, and screening offer more possibilities. — 
Try using various papers as well. 

3. Wax-Resist. This is the same procedure as number 3 in Paint 
Ideas (see page 392). Press heavily on the paper with the 
crayons. Brush paint, either tempera or watercolor, over the 
crayon-covered areas. The design will come through, like 
secret writing. [ry brushing paint over some rubbings. Try 
wax-resist using crayon on dark paper and then brushing on 
lighter colored paint. (See Figure 12-5.) 

4. Scratch Crayon. Draw on a heavy coating of bright crayon 
areas; try patches, bars, or other color designs. Cover the 


12-5 Crayon wax-resist is like 
writing in code. 





whole crayoned paper with a dark crayon color. Use a 
pointed tool to scratch through the dark color to reveal a 
design in bright colors. (See Color Figure 14.) 

5. Encaustic. Melt crayons in a muffin tin, placed over water in 
an electric fry pan. Or, hold crayons over a candle. Paint the 
crayon on heavy paper or cardboard. Use bristle brushes, 
sticks, or palette knives for painting. Clean brushes by plac- 
ing them in pot of boiling water, and then wash them in 
SOapy water. 

6. Scrape crayon shavings onto a piece of waxed paper. Place 
a second waxed sheet over the shavings. Cover the shavings 
with newspaper and press the sheets together with a warm 
(low heat) iron. The shavings will melt into the waxed paper 
as you iron to create beautiful, transparent designs. Cut out 
shapes and display them in front of windows for light 
effects. Try this same idea using regular drawing or construc- 
tion paper. Add linear details as a last step. 

7. Refer to batik (Chapter 6) and crayon batik. 


CHALK PAINTING 


Chalks take on brilliant color and will not flake off when 
either of these methods is used. 


1. Paint the paper with buttermilk, and then draw into the 
buttermilk. 

2. Prepare a solution of 1 part of sugar to 3 parts of water; 
students can share the prepared mixture. Let the chalk soak 
in the solution for a few minutes. Then draw with the chalk, 
dipping it into the sugared water as needed. 


TEMPERA 


The best all-around paint for the elementary-school class- 
room is tempera, as it is relatively inexpensive and has several 
adaptable qualities. Tempera paint can be cleaned up easily as 
it is mixed with water. The formula for mixing powdered temp- 
era paint with water is to mix them half and half. Milk cartons 
or lidded jars are good containers for mixing and storing pow- 
dered paint. The paint can be added to the container, along with 
an equal portion of water, and then mixed by shaking the 
container. Any container, such as a tin can, will also work, but 
you then have the problem keeping the paint from drying out. 
Waxed paper or aluminum foil paper over the top, held with a 
rubber band, might do the trick. Most teachers will find it 
advantageous to mix up quart-sized proportions at the begin- 
ning of the school term, so that it will not be necessary to mix 
paint every time the class is to use it. Adding a small portion 
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12-6 Painting with tube water- 
colors with a wet wash technique. 


of soap flakes to the mixture will enable it to be removed from 
windows, clothes, and trays. For a thicker, creamier mixture, 
add liquid starch to the tempera paint. Let your eye tell you 
when it is thick enough. The starch will extend the life of the 


paint supply. 


WATERCOLOR 


Tempera paint can also be used as a watercolor. Just keep 
adding water until the paint’s consistency is runny. A thinned 
tempera paint of this sort can also be used with a dip pen, quill, 
or mechanical drawing tool. 

In order to keep any paint from souring, add a pinch of oii 
of cloves, evergreen, or peppermint. 


kd 
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Watercolor paints are available in boxes of eight to sixteen 
colors, in square or oval pans. Usually, the paint trays are plas- 
tic; they come with or without brushes. Refills can replace in- 
dividual colors. 

Watercolor brushes are available in both pointed or flat ends 
and in various sizes. They are made of hair, bristle, or nylon. 
Nylon brushes are best for acrylic paints. Make your own flat 
easel brushes with bristle brushes from the hardware store; cut 
them to size. 

Watercolor paint is different from other paint because it is a 
transparent medium that is used with water. Transparent tones 
can be built up and the reflective quality of the underneath 
color is an inherent part of the technique. Paper, wood, clay, 
plaster, and cloth can be painted on. Because of the see-through 
properties of the paint, the textures from underneath become 
part of the finished visual effect. 

Watercolor is a highly fluid paint that responds to the needs 
of one’s imagination and emotions, encouraging a free-flowing 
approach. It can be used boldly with vivid color, or subtly with 
soft, blended tones. 


Painting Techniques 


WET INTO WET 


1. Dampen a sheet of paper with a large sponge, brush, or cloth. 
Work on Formica tabletops or newspapers. 

2. Brush into the wet surface; the color will spread and bleed 
into the wet areas. 

3. Drip and dab color into the wet paper. 

4. Tip the paper and move it around so that the colors combine. 

5. Try loading one color on half the brush, another color on the 
other half, and then paint into the wet paper. | 

6. Draw with sticks, felt-tip pens, chalk, cotton swabs, brayers 
(see page 412), and other inventive tools. 


DRY PAINTING 


1. Paint tones of one color. Let them dry. Paint over some of 
these same tones with deeper tones. See what colors you can 
invent. 

2. “Dry brush” means to wipe off excess water. Then heavily 
load the brush with paint. Wipe off any excess paint. Apply 
the paint to the paper. There should be a rough texture with 
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392 the paper sparkling through the paint. Use the dry approach 
and dab paint on with a sponge, crumpled paper, or wadded 
cloth. 

3. Paint linear detail. 


Crafts for the Classroom 


WASHES 


1. Load your brush with water and paint. Draw the brush 
across the paper from one edge to the next. Repeat this paint 
application again, letting the stroke touch the wet edge of 
the previous stroke. 

2. Graduated washes are achieved by applying a streak of paint 
across the paper and then loading the brush this time with 
water instead of paint. Touch the edge as in step 1, and the 
water and paint will blend to create lighter tones. 


PAINT IDEAS 


1. Drip paint onto half of a sheet of paper. Fold the paper in 
half and rub it flat with your hand. Open the paper and 
watch as interesting textures develop. Let the paint dry. 
Repeat the process by overlapping a new color. Draw over 
these with a felt-tip pen. Invent titles for these imaginative 
designs. 

2. Load string with tempera paint. Drop the string into loops, 
and twist them on a piece of paper. Let the ends of the string 
extend beyond the edges of the paper. Place a second piece 
of paper over the first. Cover this with a piece of cardboard. 
Hold it tightly in place with one hand. With the other hand, 
take the end of the string and pull it out from between the 
papers. You will have two designs, one on each paper. 

3. Draw with water-resist materials such as crayons, candles, 

12-7 Scratching through paint candle drips, rubber cement, or white glue lines (let the glue 

that has been applied to aluminum dry first). Paint over these resist materials with watercolors. 

(sialic The watercolor will run off the cra ing the draw- 

ae yon, exposing the draw 

ing. l 

4. Glue a piece of aluminum foil to a piece of cardboard. 
Smooth out any wrinkles. Add a few drops of liquid deter- 
gent to the tempera and paint over the foil. Etch a design 
through the paint with a nail or scissors. (See Figure 12-7.) 

5. Cover a piece of paper with a heavy coat of bright patches 
of crayon. Brush a contrasting tempera color over this. To 
make the paint stick to the crayon, swab a bar of soap with 
the brush in between applications of paint. After it is dry, 
scratch through the paint with a nail or scissors so that the 
crayon design is revealed. Or, dust crayon with talcum pow- 
der. 

6. Paint a tempera design on paper using bright colors. Leave 
some unpainted areas. Let the paint dry thoroughly. Brush 








black waterproof India ink over the paper. Let the ink dry 
completely. Place the paper under a thin stream of running 
water. [he water will cause the ink to run off where the paint 
is, leaving some black textures. The dark outlines around the 
color will give a stained glass effect. 


OTHER PAINTS 


If you would like to make oil paint from the powder pigment, 
mix the pigment with linseed oil, varnish, or turpentine. To 
make white oil paint, mix zinc oxide with the linseed oil. If you 
want to make an inexpensive varnish, fill a jar with pieces of 
Styrofoam egg cartons and add about 1/3 paint thinner or tur- 
pentine. The Styrofoam pieces will dissolve, and the resulting 
mixture will be similar to varnish. It can be painted on surfaces 
and will dry to a shine. To make an enamel paint, add clear 
shellac or varnish to the powder paint. You can use your home- 
made varnish mixture and add powder pigment to it. 


WHERE TO PAINT 


Painting can be done by the total class at one time, or by 
groups, or by an individual at an easel. It can be done indoors 
or outdoors. There is a good feeling that is contagious when an 
entire class paints at one time. Desk tops (if they are not 
screwed down) can become foundational surfaces, which can be 
placed together to form very large surfaces. Otherwise, ta- 
bletops or the floor work very well. To use the desk, table, or 
floor, simply spread newspaper down and divide the children 
into groups of five or six. By grouping them, they will have 
access to paint clusters: by placing three children on opposite 
sides of a carton of paint, with one water bucket for cleaning 
the brushes, all can paint with freedom. You can help to keep 


12-8 Artists paint subjects they 
know and like. This young horse 
lover paints from her memory with 
acrylic paints. Meat trays are dis- 
posable paint trays. 
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12-9 Working spaces are impor- 
tant in the classroom. This art 
room has large worktables grouped 
together. A mirror ensures that all 
students can see the demonstrations. 
This teacher exhibits paintings on 
walls and ceilings. 
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the paint containers from being tipped over by placing them in 
a grocery carton that has been cut 2 inches from its base. If your 
room is limited in size, you can move the desks or tables to the 
sides of the room. Another possibility is to use the hallway. For 
murals, butcher paper or kraft paper can be taped to the wall, 
or the paper can be unrolled and placed on the floor. The child 
can paint standing up or sitting down. However, it is probably 
better to have the paper flat rather than on a wall, as the paint 
has a tendency to run when it is added to paper that is on an 
easel. The drips really do not add to the quality of the child’s 
ideas. 

Brushes should always be cleaned out after use and stored 
with the brush end up in a container. Otherwise, the hairs will 
become bent out of shape by drying with their points down. 

Painting surfaces can be papers, wood, walls, sidewalks, win- 
dow shades, leather, clay, metal, plaster, plastics, cloth, old 
telephone and wallpaper books, cardboard, boxes, and animal 
skins. i 


STILL LIFE 


Creating an art work by using a still-life arrangement as a 
model is a favorite art school method of encouraging the artist 
to practice his skill in drawing, painting, and observing. This is 
an excellent method for developing compositional, tool, and 
observational skills with children of any age. Even kindergarten 
children can draw or paint a still life. It is not the subject that 
matters, but the ability of the teacher to reach the children at 
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the level of their frame of reference. Drawing or painting from 
a still life provides an excellent opportunity to observe closely 
the details of a subject and to record them. The still life empha- 
sizes such art skills as arrangement, line, shape, shading, design, texture, 
and value, and the interrelation of each of the parts to form a 
new whole on the surface of the paper or canvas. 

First, select some highly interesting visual objects that you 
feel would look well together in an arrangement. Henri Matisse, 
a French artist, carefully arranged flowers, old books, pipes, 
horns, letters, vases, clocks, and other ornate but visually pleas- 
ing items. He positioned them on a table, so that the light could 
be focused precisely. In your travels as a teacher, you are bound 
to come across interesting things to draw. Other possibilities for 
still-life arrangements include fruit (apples, peaches, grapes, 
watermelons, lemons, and oranges) combined with plates, 
pitchers, and eating utensils. A floral arrangement also offers an 
inventive challenge for the searching eye. In this case, arrange 
flowers in season in a pitcher and you are ready to begin. Select 
an attractive piece of cloth for the table or other surface to 
brighten or enhance the arrangement. Keep the color selections 
sympathetic to the arrangement. 

A still-life arrangement can be limited to a simple sphere and 
square block, or to any other basic geometric arrangement. Here 
the emphasis will be on the subtle relationships of volume, or 
shadows. 

Artists of repute who have painted or drawn magnificent still 
lifes include Henri Matisse, Paul Cézanne, Georges Braque, 
William Harnett, and Charles W. Peale. Still lifes can be painted 
or drawn realistically, abstractly, or surrealistically. 


12-10 Subjects for a still life can 
be arranged close to the work areas. 


The stacked shelves, upper left, hold 


wet paintings. 
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THE STILL-LIFE LESSON 


Procedure 


i 
2, 


10. 


11. 


12. 


Place visually appealing subjects in a still-life arrangement. 
Arrange the objects on a small table in plain view of all. 
Any number of arrangements are possible, depending on 
what can be collected. 

Collect a variety of forms, including rectangles, squares, 
circles, and elliptical or irregular shapes. Curved forms give 
softness to the arrangement. 

Lightly draw the main lines of the objects to develop your 
composition. This is always an intuitive procedure. Your 
natural judgment will help you to decide where to place 
things. 

Emphasize variety in your arrangement by keeping some 
forms larger than others. 


. Some interesting subject possibilities might include toys, 


model cars, dolls, hats, machinery, fruit, teapots, glassware, 
bottles, musical instruments, antique items, skulls, clocks, 
candles, and flowers. 

Curves soften, diagonal lines suggest action, horizontal 
lines suggest rest, and vertical lines suggest strength and 
quiet. Do not overcomplicate your arrangement (see Chap- 
ter 3, “The Language of Design”). 

Let your mind do the talking, and coordinate it with your 
hand. Continue with any media, whether it be felt-tip pens, 
crayons, oil pastels, watercolors, or a combination of them. 
Discuss some possible design skills and arrangements with 
the students. Demonstrate two or more ways of beginning 
the drawing and ways of interpreting the still life. 


. If you decide to paint the still life, use a variety of strokes: 


broad, long, and short. 

Draw with lines to define forms and shapes and to clarify 
edges. 

Experiment with various ways to handle the brush: apply 
pressure, let up, use the point, and continue from there. 
During the working time, and after completion, place the 
drawings on a wall for student examination. Discuss the 
many possible interpretations of the still life, and how we 
all “see” in various ways and with different emotions. 
Compliment students on the success of their drawings. In 
group discussions, ask what the students liked in the draw- 
ings of others. Discuss color combinations, shading, tex- 
ture, line directions, patterns, and how the students used 
the picture space in arranging their designs. Teachers can 
point out at least one successful strength within each draw- 
ing. [his can be a design element, compositional placement, 
emotional feeling, or any area that appears to reflect a per- 
sonal statement by the student. If the subjects are interest- 
ing to the students, they may want to draw or paint them 


again, thereby gaining from the information absorbed dur- 
ing the discussion. Growth in art comes when we practice 


Over and over, seeking new insights to crystallize under- 
standing. 


MOOD: SHADING AND SHADOWS 


One of the fundamental skills in learning how to draw is how 
to shade to create volume, or three dimensions. Compressed 
charcoal is an excellent medium for creating tones and shading. 
It enables the artist or child not only to make black but also to 
get many variations of gray in between. A good picture can be 
done abstractly or realistically, at the option of the creator. 

To motivate a class in shading, show the works of artists and 
point out examples of shading in their pictures. Two artists who 
come to mind are Rembrandt and Georgio de Chirico. De 
Chirico used long, end-of-the-day shadows of buildings, 
anonymous figures in the distance, and, in general, a great deal 
of personal symbolism. Moods are created in a picture when 
darks and lights in tonal qualities and shadows are used. Shad- 


12-11 Mood, shadow, and 
volume can be realistic or abstract. 
In this watercolor painting by 
Charles Burchfield, the lights glim- 
mer in a fantasy forest. (Courtesy 
of Dintenfass Gallery, New York 
City.) 
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12-12 The world of dreams, the 
subconscious, and the imagination 
are inspirations for surrealistic 
paintings. These one-eyed creatures 
dance gracefully across the paper. 


ows are part of every situation in which there is light. They are 
the contrast created when natural or artificial light sources are 


blocked. 


SURREALISM 


Surrealism can provide a wonderful springboard for the 
imagination and for thinking in other than humdrum terms. 
Surrealism refers to beyond what is real, or beyond the realistic 
aspect of forms into the worlds of dreams, the subconscious, 
and the imagination. Thus, in surrealism we have the freedom 
to let our imaginations roam in search of unique images. Refer 
to the works of such surrealist masters as René Magritte, 
Georgio de Chirico, and Salvadore Dali to see that the usual and 
the unusual are often combined to create a statement. All of 
their works of art are very un-ordinary. They seek to startle us 
with arrangements of forms that do not usually go together. In 
a surrealistic picture, we can emphasize the following: 


unusual size relationships or displacements—for example, roses 
the size of a room, a fish as large as a standing man 

heavy objects that appear to float 

transparent objects that are not usually transparent 

mirrors that reflect something other than the object they 
mirror 








Good subject matter for a surrealistic picture might include 
caskets, skulls, candles, spider webs, castles, strange light 
sources, and eerie shadows. After studying the paintings of 
Magritte, one class created surrealistic pictures that included 
elephants coming out of a mouse hole, a train on a tabletop, an 
alligator coming up a road, a fire in the ocean, and a brick wall 
in the sky. In other words, things were not represented as they 
ordinarily appear to be. The usual boundaries for subjects can 
be forgotten, and we can emphasize a more inventive explora- 
tion of visual relationships. 

Other imagination-sparking lessons can be initiated by sim- 
ply brainstorming an idea or title. Here are some possible begin- 
nings on which you can expand: 


The Hidden Creatures Living Inside the Earth 

The Dandelion Seed That Didn’t Want to Grow 

The Magic Garden 

Secret Messages with Invisible Writing 

I Wonder How a Motor Works 

How We Built Our Spaceship to Saturn 

How the Dot Grew into a Design 

The Adventures of a Line 

What We Think the Mona Lisa Is Smiling About 

When I Walk into the Painting “Lady Before a Mirror” by 
Pablo Picasso 

My Favorite. ..;1WishI Were. . .; Back in 1880... ; 

the Day the Clouds. ..; On my Flying Carpet we... .; 

Happiness Is. . . ; Sadness Is . 

What Moses Looked Like 


12-13 This face-making machine 
is one way to arouse the imagina- 
five curiosity of students. Four roll- 
ers carry the parts across the 
screen. 
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12-14 Paintings can be done on 


surfaces other than paper. This pic- 
ture was drawn into a map. 





If Abe Lincoln Hadn’t Died 

Do-Nothing Machines 

A Poster That States: All About Me 

Titles from Movies 

Titles from Television Series 

Swallowed by Me: My Adventures in My Stomach 

Blow-ups of Machines, Eyes, Flowers, Hearts, 
Diamonds, Bird Legs, and so on.. 

Our Visit with UFOs 

If I Were a Wasp. ..; A Scorpion. ..; A Monster... ; 
A Snake. . .; A Butterfly 

If I Were President . . . ; Cleopatra. . .; Paul Revere ... ; 
Benjamin Franklin . 

Picture Yourself on a Sea Creature Traveling the Ocean 

The Mysterious World Under the Water 

The Sea—A Super-Giant Home for Sea Creatures 

A “Creature Cage” for Wonderful Creatures 

Ride the Clouds Over the World 

Catch the Rain on Your Tongue 

Catch the Wind in Your Hands 

Reflection Pictures (look into metal, water, ice, and eyes) 


Being Best Friends with Supersnoop 
If You Were Magic, You Could... 


ROCK PAINTING 


Begin your rock collection right now. Trips to parks, rivers, 
and mountains will reward you with rocks of many sizes, 
shapes, textures, and colors. It is fun to sort rocks into small 
boxes while considering their shapes as well as what you feel 

400 are your favorites. Learn the varieties of rocks that are com- 


monly found in your area (in reference books, gem and mineral 
shops, and from rock collectors and clubs). Learning the names 
of rocks and where they are found is part of the fun. Observe 
how nature has stacked and placed rocks and boulders in their 
different environments. 

Some rocks are so imaginatively shaped they may even sug- 
gest “people you know.” Other rocks can be built up to resem- 
ble animals and insects. Add decorative items after gluing the 
rocks together. Paint forms and details where desired with small 
brushes, toothpicks, or twigs. 


Supplies Needed 

rocks 

masking tape 

tissue paper 

bric-a-brac 

white (fast drying) and epoxy glue 
paint (acrylic, enamel, or tempera) 
clear finish (either acrylic, varnish spray, or clear enamel) 
nail polish 

brushes, toothpicks, or dried twigs 
waxed paper 


Procedure 

1. Select a variety of rocks that you feel relate well enough to 
be combined in a three-dimensional sculpture. Consider tex- 
ture, color, shape, and size. 

2. Stack them as they will appear in their final form. Be sure 
to view the sculpture from all angles. 

3. When you have found the most pleasing arrangement epoxy 
the bottom shape and build up from there. 

4. Hold the rocks together with masking tape until the epoxy 
is dry. 

5. Or tear tissue paper into various sizes and shapes. Glue the 
tissue pieces on a rock, overlapping and covering the rock 
completely with a coating of white glue. Place the rock on 
waxed paper to dry for about 24 hours. The glue finish will 
be glossy. 

6. Paint a design or a scene of your choice on a rock, with small 
brushes or toothpicks dipped in enamel, acrylic, or tempera 
paint. Finish with a plastic spray or nail polish. Place on a 
small driftwood branch. Glue it to the branch with epoxy. 


SAND PAINTING 


Sand painting is a popular art form among the Navajo Indi- 
ans. The shapes and symbols used have long had special mean- 
ing for them. For example, the Navajos will do a large family 
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painting with sand before a wedding takes place. Here is an 
easy formula for doing sand paintings in the classroom. 


Supplies Needed 

food coloring 

heavy paper or cardboard in assorted sizes 

a pail, jar, or can of sand (cornmeal or rice can be 
substituted for sand) 

white glue 

spoon (optional) 


Procedure 

1. Mix vegetable food coloring, some water, and sand, corn- 
meal, or rice in jars or cans. (Or mix ordinary table salt 
along with some colored chalk shavings in a small jar.) 

Shake to mix until the sand is evenly coated. 

Lay the colored sand out on newspaper to dry overnight. . 

Paint a background color on the cardboard. 

Draw a design on the background with a pencil. 

Squeeze white glue onto the drawn lines. 

Dribble sand onto the glue either by using a spoon or a 

small jar with a perforated top, or with the fingers, as the 

Indians do. (The sand is in the palm, the thumb is placed 

over the middle of the first finger, and the flow of the sand 

is kept easy by the thumb.) __ 
8. After one color has been used and the glue is dry, lift the 
backing and tap it lightly so the excess sand falls off. 
9. Place the excess back in its container. 

10. Add colors until the design is finished. 

11. A variation can be done with colored rice. Outline the 
design with colored heavy yarn. Fill it in with rice of differ- 
ent colors. Sawdust also can be colored with dried tempera 
paint and sprinkled on a background. 


eS ey noe 


FINGER PAINTING 


You have something no one else in the world has—your own 
special fingerprints. Children as well as artists enjoy finger 
painting. The fingers move smoothly over the surface, and 
swift, flowing, dynamic designs materialize almost immedi- 
ately. The plasticity of the medium is such that the flow of ideas 
is continuous and spontaneous. Finger painting techniques per- 
mit a person’s fullest range of expression. 

Finger painting is one of the best ways to get started in 
drawing or painting. Abstract designs and rhythms—all sorts of 
harmonies—can be created. The really nice thing about finger 
painting is that visual effects can be achieved that are unobtain- 
able from any other process. 


The trick in making a successful finger painting picture is to 
draw the finger paint on a smooth surface, such as a linoleum- 
covered tabletop, desk top, cookie sheet, or other surface that 
is free of dirt. 


Supplies Needed 

sponge 

absorbent paper 

liquid starch 

sticks and spoons 

powdered tempera (silver, bronze, and gold powder, optional) 
pinch of soap flakes 

tabletop or desk top 

glossy paper (desirable when finger painting directly on paper) 


Procedure 

1. Wash the table surface with a sponge. 

2. Pour some liquid starch the size of a silver dollar on a 
tabletop. Add a small amount of dry finger paint (one or 
more colors) into the liquid starch. Mix. 

3. By working directly on the tabletop, draw into the mixture 
with your fingers, fist, palm, or with tools such as sticks, 
spoons, and other assorted items. Try to achieve a variety 
of effects. 

4. The freedom of drawing with the fingers and hands has an 
exhilarating effect. After experimenting for a few minutes, 
Organize a design or a picture. 

5. When the design is completed, you are ready to pull a print. 
Each finger paint image that you do ordinarily will permit 
only one print to be taken from the surface. 

6. Lay the paper carefully on the surface of the image and 
press. 

7. Lift the paper with clean hands. Your painting will be 
transferred to the paper. 

8. Once you master the method, you will be able to put 
greater effort into the organization and composition of your 
finger painting. 

9. Put a small amount of silver, bronze, or gold powdered 
tempera into the starch and powdered color to give a metal- 
lic effect. 

10. Rice papers and other absorbent papers work best, but any 
kind of paper, including grocery store shelf paper, can be 
used when this tabletop method of working is employed. 

11. Provide a space in the room in which to dry the fingerpaint 
prints. Exhibit them directly on bulletin boards, or hang 
them with clip clothespins on a portable clothesline. 

12. Appoint monitors for each aspect of the lesson. Have moni- 
tors for brushes, paint containers, mixing, floor cleanup, Drawing, Painting, 
storage, and for picture hanging, passing out, collecting, SO Gente 

and so forth. 403 
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12-15 As a courtroom television 
artist for CBS News in Phoenix, 
Arizona, the author must com- 
municate graphically a shorthand 
statement and record images accu- 
rately for the reporter's story that 
1s aired on television the same day. 
Drawings are mixed media. 


Checkpoints 


1. Wear a smock or old shirt when finger painting. 

2. Adding a pinch of soap flakes to the starch-paint mixture 
will make cleanup easier. 

3. A variation of the preceding technique is to use chocolate 
pudding instead of starch and tempera. If the surface is clean, 
you can enjoy licking your fingers clean! 


Graphic Communication 


GREAT MOMENTS IN HISTORY 


The objective of this art lesson is to push ideas by making a 
definitive, shorthand statement regarding some great event in 
our past or current history. All of the student’s creative re- 
sources will be needed. Some suggestions of great events in the 
history of man follow: 


invention of the light bulb 
invention of the steam engine 
invention of electricity 
invention of television 
parting of the Red Sea 
Custer’s Last Stand 

rise of Hitler 





dropping the atomic bomb 
invention of the computer 
rockets to the moon 

invention of the printing press 
Paul Kevere’s ride 

arrival at the North Pole 
discovery of America 

Battle of the Bulge 


Students will be able to discover many more ideas that have 
shaped our civilization. They can stop to consider what the 
most effective way to symbolize a great event is. The picture can 
be approached humorously, satirically, abstractly, symboli- 
cally, or realistically. It can be a cartoon or it can contain words 
and messages. 

Any techniques can be used: drawing, painting, and collage 
are examples. Ihe point is to suggest an interpretation of the 
event by putting down visual cues in picture form. 


PICTURES IN SEQUENCE 


Here is a simple, but effective, art lesson that encourages both 
ideas and a sense of humor. The emphasis is on the free play 
of imagination to invent a situation (the before) and then to 
determine a solution (the after). The lesson consists of drawing 
two pictures. The first picture is the “before” situation; it esta- 
blishes a subject and ideas. The second picture is the result, or 
what actually happens to the subject as a result of the first 
situation. The sequence, or “after” picture, can be expressed 
humorously, mysteriously, or in any manner the artist wishes. 


12-16 /n this two-stage sequence, 
the girl (left) is about to drink the 
giant lemonade, and then (right) 
take a swim in the lemonade 
punch bowl. 
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12-17 Students combine their 


drawings to complete a story. Tabs The following are examples of before and after sequences: 
are inserted into slits in the draw- 





ings to provide movement. This 








group effort makes a clever book. First SEQUENCE (BEFORE) SECOND SEQUENCE (AFTER 

man and fish swimming in fish swimming after the man, 
the same direction who is swimming fast 

boy waters a flower with a flower shoots up toward 
watering can the sky 

boy swats a fly with boy turns around and 
a fly swatter ~ a giant fly confronts him 

girl throws a ball into the air many balls rain down from 

the sky 

woman puts money into a machine pours out flowers 

machine of all sorts 








Marking pens are recommended for this lesson, for they 
move quickly over the paper. However, crayons, paints, or pen- 
cils will also serve the purpose. These pictures can be made in 
the form of a greeting card. The before sequence appears on the 
front fold, and the after sequence appears on the inside. 


ILLUSION PICTURES 


Supplies 

2 drawings or paintings of the same size 
SCiSsOrs 

laminated or clear adhesive paper 


Procedure 
1. Cut each picture into long strips. 


2. Alternate the drawings, one strips from one, the next strip 
from the other. 





es 


Glue to a backing paper. 


Laminate the picture or cover with clear adhesive paper. 
Next, fold the completed picture in a V-shaped accordian 
fashion. 

Tape or glue the V-shaped picture to a backing. 


WORDS AND PICTURES 


Throughout the curriculum, language and art play active 


roles in developing imagination. Words and pictures are a natu- 
ral combination. In the following drawing projects, the objec- 
tive is to stimulate and offer opportunities to develop a child’s 
individual concept of an idea. Too often, we find that adult 
standards for drawings are presented for students to imitate. 
The following ideas are intended to motivate children to solve 
problems. The encounters can be interpreted for individual and 
class levels of development in accord with the specific needs 
and sequential objectives established within a specific program. 


I. 


Develop your own classroom newspaper with stories and 
illustrations. Before the advent of the camera, staffs of artists 
always illustrated the news stories in newspapers. 

Create original stories, books, and poems and illustrate them. 
Create murals depicting various subjects and enhance them 
with word balloons and captions. These can be individually 
produced or developed as a group project. 

Create classroom comic books. The comic strip develops 
ideas in sequential patterns and often relates words and pic- 
tures to complete the idea. Comic strips are exaggerations: 
the statement is brief, to the point, and often has a cause- 
and-effect structure. An important part of word structure is 
sound. Comic strips use many words that amplify and exag- 
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gerate sounds and sound effects. Ask students to make a list 
of sound words they can find. Such words would include 
ugh, slam, pow, yow, thud, socko, zam, zing, ouch, and wow. 
These are some ideas for comic strips. 


a. 


b. 


Imaginary trips, inventing, wishes and dreams, and pre- 
tending to be someone or something else. 

Mythology. Invent a superhero theme. Many of the an- 
cient mythological characters are depicted with superhu- 
man strength (such as Hercules). Our own “Superman” is 
based on this theme. 

Science fiction. These ideas are fantasy-based and relate 
to adventures and explorations. 


. Invent an “anyone you want to” character (it could be 


your inner self, such as Charlie Brown, or your dog, such 
as Peanuts). Have the characters perform an activity that 
has a cause and effect, or illustrate an event that has an 
outcome. Exaggerate the features and the action. 


5. Procedure for beginning a comic strip: 


a. 


Draw a three- or four-blank frame strip with blank cap- 
tions. Or prepare the frames ahead of time, and pass them 
out to your students. 


. Examine several comic strips, select your favorites, and 


study the characters, scenes, and plots. Next, cover the 
captions (so you can’t see them) and look at the strip and 
action to see if you can figure out the plot without the 
words. Also examine comic strip covers for condensed 
ideas. Study cartoonists in newspapers. 

Examine the words without the visuals to see if the ideas 
are clear. Study the sound and action words. 


d. Discuss the drawing techniques. 


Study the strip for various types of plots, sequence ideas, 
and exaggerations; discuss how the pictures and words 
describe each other, and how the student might complete 
a strip in his own way. 

Have the students select their ideas and plan a sequence 
of action to complete the ideas. 

Each frame should be sketched briefly in pencil. 


. Complete each drawing and caption with ink outlines 


and color. 

When the strip is finished, exhibit it and share ideas. 
For variation, try completing an idea with three of the 
frames, and let your neighbor finish the fourth frame. 


ADVERTISING DESIGN 


Advertising subjects for graphic design projects should be as 
important and relevant as possible for the elementary student. 
They should grow from his past experiences and needs in his 
community, school, and home environment. To complete this 





project, the student should research his ideas, have knowledge 
of design concepts (such as line, color, texture, pattern, space, 
and shape) and have skills in lettering, illustration and compo- 
sition. 

Design projects can include: 


calendars 

boxes and packages 

posters and murals that deal with school events, sports, social 
events, health programs, community events, and charitable 
organizations 

record album covers, magazine covers 

newspaper, magazine, and catalog advertisements 

planning and designing television commercials 

space display such as in store windows 

message card—special event cards with messages that are 
elaborately designed 


FANCY SIGNATURES 


We write our names thousands of times in the course of our 
lives. Our signatures are always written the same way. An 
interesting art lesson, which is a variation on the signature, 
teaches the child to embellish his name as elaborately as possi- 
ble. The objective here is to emphasize each child’s personality 
and, thus, enrich his self-concept. All children need success 
experiences, and there is no better way to begin in art than with 
one’s name. The aim is to be as decorative and elaborate as 
possible, while keeping the signature legible. You can use sev- 
eral approaches to develop this lesson. The name can be written 
in the alphabet, or it can be treated symbolically. A name can 
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be written in the form of those things a person likes, such as 
music, in which musical instruments could be put together to 
form the letters of the name. The name could be written with 
pieces of fur or other tactile materials. Names can be con- 
structed in a three-dimensional form so as to stand up. The 
supplies jn this case are simple ones: cloth, marking pens, paper, 
and found materials. This project could serve as a lead-in to 
discovering decorative writing in the environment, such as on 
birthday cakes, neon signs, medieval manuscripts, the Declara- 
tion of Independence, and in calligraphy. 


Lettering 


Lettering is a form of writing, a relatively new means of 
communication for civilization. New, that is, if we consider 
civilization’s development in terms of geologic time. Although 
man has been in a state of development for thousands of years 
or more, writing is only about five thousand years old. 

One of the earliest forms of written language is attributed to 
the Sumerians, a people who lived some two thousand years 
before Christ in the area of the Middle East known as Mesopo- 
tamia. Sumerian writing, which was pressed into clay tablets by 

410 the use of wedge-shaped reeds, came to be known as cuneiform 


writing, a word whose roots are in the Latin cuneus (wedge) and 
forma (form). Another early form of writing existed in Egypt and 
is known as hieroglyphic writing. The development of writing 
proceeded rather slowly. The first writing surfaces were cave 
walls, structural walls, and clay or stone tablets. The earliest 
works were brief because they were inscribed on stone or clay. 
One either wrote on what he could carry or used a wall of some 
sort. 

The discovery of a form of paper and pen, changed the course 
of written language. The earliest known form of paper, papy- 
rus, was developed by the Egyptians. Papyrus could be rolled, 
but even this prohibited lengthy manuscripts. Imagine how 
many rolls it took to write Homer’s Odyssey. (The original Bible 
similarly was probably very bulky, as it was written on skins 
or leather, called vellum.) Papyrus was taken from a plant that 
grew near the Nile River. The plant was shredded and pounded 
into sheets and became the forerunner of paper (see Chapter 4, 
“Creating with Paper”). It made writing materials portable and 
writing available to many. These early writings were the fore- 
runners of the magnificent manuscripts of the Middle Ages. 
The term manuscript itself means “handwritten.” 

The original pen, or quill, was a feather taken from various 
birds. Quills worked very well in combination with ink on 
parchment or vellum. The Latin word for feather (quill) is penna 
(pen). Parchment was sheep or goat skin; vellum was the 
premium quality skin obtainable from calf, kid, or lamb, some- 
times before birth. 

The first book printed with movable type in America was the 
“Bay Psalm Book,” which was printed in 1640 by Stephen Daye 
at Cambridge, Massachussetts. Writing has been done on 
countless varieties of surfaces. In modern times, writing is done 
in neon on signs or by electronic impulses with computers. 
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CALLIGRAPHY 


Calligraphy, which comes from the Greek work kalligraphia, is 
a beautiful form of handwriting. Lettering may be considered 
to be a derivative form of calligraphy. In school programs there 
are countless opportunities to utilize calligraphy and lettering 
on surfaces. 

Many variations in the history of lettering were practiced 
over and again to arrive at the letter forms we know. There are 
three basic traditional groups—roman, gothic, and scriyf—from 
which many variations are possible. Today, creative variations 
and derivations of letters are often used in the world around us. 


LETTERING TOOLS 


Many tools will produce visually pleasing lettering. They 
need not be expensive, and many can be made by hand. 

Letters can be sawed, cut, or otherwise formed from wood, 
Styrofoam, clay, plastic, and other materials. They can be 
stamped into clay, and they can be formed by being torn out 
of paper. The classroom teacher can obtain or make the follow- 
ing tools for lettering: 


Pens 
Ball-point, dip, and lettering pens are inexpensive. 


Quills 

Quills can be made by sharpening the point of a feather and 
making a slit up the middle from the point. Turkey or peacock 
feathers are preferable, but almost any other type that can be 
obtained will do. In early America, quills were a common writ- 
ing tool. The Declaration of Independence undoubtedly was 
written with a quill pen. 


Bamboo Pens 

Bamboo pens are made by cutting a point in and slitting the 
end of a piece of bamboo stalk. This, and brushes, are favorite 
writing tools of Oriental people. 


Brushes 
Pointed brushes are good calligraphic tools. Sable brushes are 
the best, although any brush can be used. 


Pencils 
Many varieties of pencil are used for lettering: they range in 
hardness from 6B to 9H (H denotes hardness). 


Unorthodox Tools 
Fingers, cotton on a swab, cloth, twigs, and other instruments 


or articles can be dipped into paint or ink and then used to form 
letters. 


Scissors 
Letters can be cut from paper. 


WORDS AND MESSAGES 


Written words are a form of speech in graphic form. They 
have the capacity to excite and stir us with both their message 
and their visual style. Indeed, it is the uniqueness of artistically 
made messages that attracts our attention. Much commercial 
advertising today depends on unusual and inventive ways of 
presenting language in visual terms. Even the way in which we 
sign our names advances a personal style that is individual to 
each of us. 


ALPHABETS FOR ELEMENTARY CLASSROOMS 


Consider how many ways there are to create letters. For 
example, instead of printing in either upper- or lower-case let- 
ters, with a pen or pencil, on a paper surface, try some of these 
approaches. 


Cut Letters 
Letters can be cut from any lightweight paper with scissors. 
Block letters (gothic) are the easiest to do as there is no variation 
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in the thickness of a letter. One need only consider the spacing 
of the letters after they have been cut. 

Do not limit children to cutting simple block forms. Let them 
cut and embellish letters in any manner they invent. As a result 
of this approach, letters will have squiggles, wiggles, riggles, 
curves, bumps, lumps, and humps; they will be perforated, 
fringed, and decorated. Even after cutting, such surface treat- 
ments as gluing can be used. Letters can be furry, shiny, reflec- 
tive, transparent, soft-edged, textured, or otherwise altered. 
Letters can be cut from cardboard so that they will stand. Try 
cutting letters in Styrofoam or making them from cotton. Cut 
letters from cloth and glue them to paper. 


Drawn Letters 

Letters can be drawn with a variety of tools: pens and ink, 
marking pens, pencils, feathers, twigs, droppers—almost any- 
thing that will mark a surface. Needless to say, drawn letters 
can be embellished in countless ways. It would be very boring 
to always make letters the same way. By just observing all of 
the signs in our environment, we can see the premium that is 
placed on designing letters well. Of course, letters form words 
in order to get messages across. Therefore, we must be able to 
read the message. Usually, when drawing a message our trained 
eye enables us to space the letters well enough so that the word 
or words can be read. We need to remember not to crowd letters 
and words together, but to permit them to breathe—although 
there may come a time when, for the sake of a creative idea, we 
sacrifice easy interpretation for artistic expression, in which the 
words become part of a larger whole. 

Observe some manuscript pages from books that were 
created during the Middle Ages for good ideas for embellishing 
drawn letters. Most libraries will have many reference sources. 
The books listed at the end of this chapter can serve as a starting 
point for discovering interesting possibilities for lettering. This 
type of lettering ties in very nicely with units on history when, 
for example, actual documents representing our country’s early 
years are studied. 


Letters in Clay or Modeling Material 

The earliest written forms of language appeared on clay tab- 
lets; the language was pressed into wet clay and then permitted 
to dry. Try writing by using a similar method. A Popsicle stick 
makes a good instrument for pressing letter forms into a flat- 
tened slab of clay. 

Try reproducing letters from the ancient Sumerian alphabet 
and embedding them into a clay tablet. After pressing the mes- 
sage very carefully into the clay, having given every considera- 
tion to placement and readability, the clay tablets can be fired. 
Any modeling material that will permit an impression to be 


made can be used. To keep the clay from breaking, press it into 
a shallow cardboard box or the lid of a cottage cheese carton. 


Carved Letters 

Ancient peoples also carved messages in words and pictures 
into stone, on wood, on walls, and on other hard surfaces. They 
used any sharp instrument that was available. Children can use 
linoleum and a wood-cutting knife, a chisel and a flat board, a 
stick and a piece of copper foil, or even a nail and a flat stone 
that is soft enough to be gouged. Other variations on this 
method include making letters in sand and pouring plaster into 
the forms that are created. (See Figure 12-23.) 


Letters from Various Materials 

Other ways to create word messages include forming letters 
in pliable wire; with stones, pasta, sticks, cloth, buttons, seeds, 
and other small, found objects; with a modeling mixture; and 
with glue (also in combination with glitter and other tinsel 
materials). 


Letters from Stencils 

It is also possible to make letters from stencils. Stencils can 
be purchased, or they can be created by students. Draw the 
letters of the alphabet on a lightweight cardboard such as oak 
tag and then carefully cut them out with a knife. Using this 
method, the entire alphabet is cut into one sheet and the letters 
can be stenciled to another surface. 


Rub-Off, or Transfer, Letters 

Transfer letters can be purchased from art or stationery 
stores, and are preprinted on sheets of paper. When placed on 
a surface and rubbed with a pencil, they are rubbed off or 
caused to adhere to that surface. 


Checkpoints 


1. Use lightly ruled guidelines on paper. 

2. Sketch letters on a background first to be certain that the 
spaces between, and the shapes of, the letters are correct. 

3. Use rulers, T-squares, or other straightedges to measure and 
draw lines. Do not become overly dependent on mechanical 
means. 

4. Use the whole arm when drawing, rather than let the wrist 
be locked to the table and thus restrict movement. 

5. Gothic, or block, letters are the easiest to learn, as they are 
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en letters from an old press. Invent 
letters in baker's clay, batik or tie- 
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uniform in height and width. Also, they do not contain 
serifs, OY variations on the ends of letter forms. 

6. Intersections of letters that are horizontal can be above the 
middle or below the middle. This can be individually deter- 
mined by the teacher. 

7. Use the eye to judge spacing. It is preferable to using a rigid 
system of measurement for each letter to make them equi- 
distant. (Each letter of the alphabet is visually different and 
the space around it has to fit this difference.) 

8. Words read better when the spaces between the letters are 
smaller than the space occupied by the letters themselves. 

9. Mix drawings and photographs with letters to put ideas 
across. 

10. Design letters to interpret the words they express. For ex- 
ample, the word ice can be made of blocks of ice; rain of rain 
drops; and glue of sticky letters. 
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Picture one of those times that you walked on wet sand at the 
beach when the tide was out. Remember how you left your 
footprints in the wet sand? Seagulls and shells leave marks in 
the sand until the water seeps up to erase them or the tide 
washes over them. Such impressions are also called prints. The 
process called printing is an ancient one of pressing to re- 
produce images. 


History of Printmaking 


The ancient Chinese carved seals that were either flat or 
cylindrical. They carved the seals in stone and used them 
widely as identification, much like a signature, before writing 
developed. The seals then were pressed on clay tablets and 
papyrus documents. The Chinese also carved woodcut prints as 
early as the sixth century, thus producing texts. 

In the fourteenth century, paper was manufactured in 
Europe; and, in the fifteenth century, the Gutenberg press was 
developed. Printing subsequently changed the course of his- 
tory. 

Relief printing (or printing from a raised surface) was devel- 
oped by the master artist Albrecht Durer and his contemporar- 
ies during the sixteenth century. He engraved (cut) into the end 
grain of wood, leaving fine lines and forms. (See figure 13-1.) 

Until recent years, very little that was new developed in the 
craft of printing. However, today, many innovative printing 


techniques and materials are being developed by artists and 
students. New tools and advanced processes are constantly 
made available to challenge our creativity. Printing techniques 
are applied to a variety of surfaces, such as papers, cloth, plas- 
tics, and metal. Printmakers in elementary school classrooms 
and contemporary artists find incentive in printmaking pro- 
cesses that allow them to reproduce multiple art images. 

Printmaking, as an art form, is filled with surprise and sus- 
pense. The process invites discovery for, after following a se- 
quence of printmaking steps, the student is still unsure of what 
the exact final image will look like. Watching the development 
of the plate, the inking of the surface, and the printing of the 
plate is intriguing, and the moment of pulling a print is always 
filled with eager anticipation. 

The process demands cutting skills to achieve textural quali- 
ties and shape dimension and designing with positive and nega- 
tive forms. By incorporating various processes, the print can be 
either stamped, cut away, cut into, or have parts added to it. 
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13-1 “Ulrich Varnbuler,” wood- 
cul, 1522, by Albrecht Durer. 
This German Renaissance master 
created many magnificent woodcuts 
utilizing techniques similar to those 
described in this chapter. All the 
images, including the lettering, are 
carved in reverse. (Courtesy of The 


Art Institute of Chicago.) 
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How Prints Are Used 


Even the youngest student enjoys making and repeating 
forms. There is much pleasure in placing a palm into mud and 
then transferring that image to a sidewalk surface. Children 
become eager to repeat the process by making multiple images 
from their hands. The process is endless, and soon children 
print fingers, arms, and feet with any wet materials they can 
find. 

In the same way, the artist can produce a quantity of his own 
drawings and designs by inking the same incised surface over 
and over again to produce prints. Several copies can be made 
from the same block; as a result, the original print is available 
to more people. Today, the artist-printmaker often produces an 
edition, or a limited number, of prints. For instance, he says, “I 
will print 150 prints from this block.” On the print the number 
73 may appear over 150. This means that the print is the seven- 
ty-third of 150 prints from the original drawing. 

Films, filmstrips, books, artist’s works, reproductions, and 
gallery exhibits motivate children at every grade level. Supply- 
ing the answer to the question: “how was it done?” will give 
impetus to the endless possibilities open to the printmaker. 


Objectives 


The main objectives in printmaking are to become familiar 
with (1) commercial reproduction processes, (2) artist’s tech- 
niques, and (3) methods of reproducing one’s own drawing or 
design. There are many ways of incorporating the reproduction 
techniques into the arts curriculum, and only basic materials are 
needed. The creative teacher should be innovative with the 
tools and materials he has available. 

In the classroom, there are times when you will want to create 
a single-print technique in which design and composition are 
the main goal. Such a print design might appear as a program 
cover, stationery, or a message card. At other times, techniques 
for repeated designs, such as for fabric printing (for curtains and 
clothing), will be needed. 

Printing as a decorative procedure is effective for gift wrap- 
ping papers, stationery, gift boxes, doll clothes, kites, storybook 
covers, and even oak-tag frames to hold other art. Think how 
personal a work paper would be with a student’s individual seal 
stamped on it, cut from a cork or eraser—in theory, a process 
similar to that used by the Chinese. 


Printmaking Terms 


Blocks: Any object that will hold its shape under pressure can 
be used as a printing block: cardboard, clay, stiff plastic, lino- 
leum, wood, rubber, acetate, wax, soap, and many found ob- 
jects. 

Brayer: Used to apply ink to the printing block. It most often 
is a rubber-surfaced roller. A clean brayer can also be used to 
apply pressure on the back of paper when printing. 

Inks: Water-base ink is most commonly used in the classroom 
as it is easy to clean up. Oil-base inks can be used but require 
a turpentine cleanup. Oil-base inks are necessary when printing 
on textiles, but water-base inks are preferred for paper. Finger 
paint can be used for silk screen paint. Powder or liquid tempera 
mixed with liquid starch is also a good printing ink. 

Ink Pads: A simple stamping pad can be made from a sponge, 
several layers of paper toweling or newspaper, or felt or scrap 
cloth that has been dampened with water and saturated with 
either dry or moist tempera paint. 

Palettes: Any surface that is water repellent and smooth. Such 
surfaces include flat metal trays, TV trays, glass, plastic trays, 
linoleum, plastic sheets, cardboard surfaces covered with 
aluminum foil or waxed paper, dishes, or old metal movie film 
cans. 

Squeegee: A tool edged with rubber used to squeeze the ink 
across and through a silk screen. 

Printing procedures are: to stamp an object into an ink pad 
then onto a paper surface; to place paper on an inked block and 
rub the back of the paper with the bowl of a spoon; to place an 
inked block directly onto paper and apply pressure to the block 
(by standing on it). 


Getting Started 


1. Organize the tools, materials, and working spaces for print- 
making activities. 

2. Establish these working stations: a cutting area, an inking 
area, a printing area, and a hanging area. 

3. Store and display materials and tools in convenient and 
accessible locations in stackable boxes, such as clear plastic 
trays or shoe boxes, and clearly label them. 

4. Collect and keep found objects such as sponges, corks, 
wood scraps, felt, and jar lids. 

5. Plan the designs. Discuss ways of using repeated patterns. 

6. Discuss and demonstrate the cutting skills involved, meth- 
ods of inking, and ways to pull prints. Textures are espe- 
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10. 


11. 


1 


I3. 


14. 


cially exciting in a print. They will vary according to the 
tool, the paper used, and the paint or ink used. 


. Use the type of paper that is appropriate to the printing 


project. Tissue paper, for example, can be used for printing 
and makes excellent wrapping paper. It can also be 
mounted on a backing such as white construction paper. 
Kraft, or butcher paper, is good for large murals, on which 
several people print. Standing on a block is helpful when 
printing on a large area. Apply equal pressure over the 
block or blocks so that the group print has a uniformly 
inked surface. Colored construction paper, newsprint pa- 
per, typing paper, paper bags, and manila paper are all good 
for printing. 


. Experiment with the proper consistency for printing paint. 


The best consistency is like that of thick cream. Finger paint 
is a good printing ink, or acrylic paints can be used for 
permanent color. Make printing ink by adding tempera 
paint to thick starch. Special block-printing inks are availa- 
ble that are either water-soluble or permanent. 


. The paint can be either brushed on or rolled onto the block 


with a brayer, or the printing block can be stamped on a 
pad. 

Experiment by applying several colors to the same block. 
Have students work in small groups. 

Prepare the students’ desks with thick pads of newspaper 
under the paper to be printed. The thickness provides a 
spongy pressure that helps produce a good clear print. 
Print the design on a scrap piece of paper first to see what 
the print looks like. 

Hang prints on a clothesline with clothespins to dry. 


THE PRINTING PAD 


There are several ways to prepare a stamping pad. 


Supplies Needed 


brayer i plastic floor tiles 

cookie sheet sponges 

inks tempera, dry or creamy 
paper toweling or newspaper water 

pie tins 

Procedure 

1. Place some water in an aluminum pie tin, cottage cheese lid, 


or bread or cake tin large enough to hold for printing tools 
(enough water to cover the bottom of the container). Into 
this water place a common kitchen sponge. On the sponge, 
place either dry tempera or creamy tempera paint. Stamping 
into this is easy, and the tin can be shared by three or four 


students. Several dishes with other colors can also be shared. 
An inked stamp will print several times. 

2. Place several pieces of paper toweling or several thicknesses 
of newspaper in a pie tin. Dampen the paper and pour on 
liquid or dry tempera. 

3. Place some ink on a plastic floor tile, on aluminum foil, or 
on a cookie sheet (if you use a sheet of glass, tape it around 
the edges). Spread the ink with a roller brayer until the ink 
is the proper consistency, an even thickness with puckers. 


Introducing the Print Concept 


RUBBINGS 


Rubbings are excellent techniques for discovering visual and 
tactile forms in our environment. Often there are textural and 
visual qualities belonging to an object that cannot be seen until 
a “print” is made. Multiple print rubbings can be taken from 
one surface, and in this way the concept of printing is learned. 
Ask students to bring in hidden textures for the class to dis- | 
cover. Or, take a short field trip with the class to an interesting ah AAEE Hai 

, i visual and tactile discovery tech- 

site. Crayons and medium-weight paper make very good tools E O a Te 
and surfaces for doing print rubbings. Some good beginning multiple print processes. The tex- 


surfaces for rubbings include: tures here can be both felt and 
SCEI. 
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Crafts for the Classroom 


IN THE FIELD 


Railroad cars 

Old buildings and walls 
Manhole covers 
Tombstones 

Items in antique shops 
Fences 

Name plates 


IN) THE CLASS 


Coins 

Silverware 

Embellished rifle barrels 
Wrought iron 

Kitchen utensils 

Wood grains 

Leaves 


Old signs Mosaics 


ROLLING PRINTS 


This technique permits you to make a mirror image of an 
object. Objects from nature make good prints, especially those 
that have fine details, such as ferns, feathers, and fish. Details 
print clearly and you can make several prints. 


Procedure 

1. Ink both sides of the object (when flat forms are used). 

2. Place the item between two sheets of printing paper. 

3. Apply pressure by rolling over the paper with a rolling pin. 
This process reveals unusual and sometimes unknown tex- 
tures. Rarely are there two objects whose images are alike. 


The Stamped Print 


The stamped print tool is any object that is small enough to 
be placed onto the inked pad. Many found object tools are used 
to stamp print. 

If a repeated pattern is planned on a large-sized surface, have 
students divide the spaces before they begin to print by either 
marking off the spaces or folding the paper gently to indicate 
division. Plan alternating designs every two or three folds. Nu- 
merous patterns and separations are possible; or ask the stu- 
dents to think of the tool “walking” or “dancing” across the 
paper to achieve rhythms or variety. 


PRINTING WITH VEGETABLES AND FRUITS 


One of the teacher’s classic printing tools is the good old 
potato. (The same effect can be achieved with a carrot, a turnip, 
or any other vegetable that can be cut to a flat surface.) (See 
Figure 13-4.) 


2 13-3 Natural textures in our en- 
P. vironment are revealed, and the de- 
fails and structure come into focus 
by inking the objects and printing 
them on paper with a rolling pin. 





Procedure 

1. Cut a potato in half to get two flat surfaces that can be 
incised and that are broad enough so that either side of the 
potato can be gripped. To cut into the potato use a paring 
knife, a melon ball cutter, or scratching tools such as pencils, 
nails, dull scissors, and sticks. 

2. Keep the design simple: geometric designs are good motifs. 

3. Incise fairly large shapes so that pieces of the potato do not 
break off during the printing process. 

4. The design can be incised at least 14-inch into the potato. 
(The outside edges of the vegetable also become part of the 
design.) The tool cuts away parts of the smooth surface, 
leaving the remainder of the surface with which to print. 


One teacher enjoyed printing the textural design of half of 
a lemon, so she planned a design and printed the lemon on 
white fabric, which she then made into a blouse. For a perma- 
nent ink, she used refillable felt-tip pen ink. She poured a small 
amount in a cup, and dipped in the lemon.Children may want 
to create more lasting prints as well, by stamping designs on 


13-4 Potatoes, carrots, and green 
peppers are carved into designs, 
dipped into a stamp pad, and print- 
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ed into repeated patterns. Alumt- 





num foil trays hold toweling with 
creamy paint on fop. 
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Crafts for the Classroom 


13-5 A toy car divides spaces for 
patterns. Other designs will then 
be printed in the divisions. 


fabric to make curtains, kerchiefs, scarves, or shirts. Lemons, 
oranges, and grapefruits give exciting organic designs and can 
be used in conjunction with other printing tools. 


PRINTING WITH FOUND OBJECTS 


Every kitchen and toy box is a wealth of found objects for 
printing: utensils, toys, wooden spools, jar lids, chicken bones, 
keys, washers, nails, and sink stoppers can be used to develop 
an interesting design that will lend itself to repetition. Dip the 
four wheels of a toy car into an inking pad and roll it across 
paper. The parallel lines made by the wheels—either vertically, 
horizontally, or diagonally—will divide the paper into equal 
and patterned spaces. Then a stamp design can be added be- 
tween the lines. These designs are a finished product in them- 
selves, but they can provide further inspirations in stitchery 
and ceramics. Use buttons, a toothbrush, animal stamps, letter ` 
stamps, plastic toys, objects from nature, dowels, wooden 
clothespins (both ends), plastic curlers with many teeth, designs 
cut from art gum erasers, and erasers on the ends of pencils to 
stamp designs. Water-base paints and inks leave the objects as 
good as new. (See Figure 13-5.) 


PRINTING WITH PLASTICENE AND CLAY 


Procedure 

1. Turn a ball of clay into the desired shape (commonly a 
pancake about 1-inch thick). 

2. Draw into the flat surface with a tool such as a toothpick, 
pencil, hairpin, nail, or stick. 

3. Remove the cutout clay, particularly the clay crumbs. 

4. Use a good thickness of padding under the paper on which 
you will be printing. 

5. Gently press the clay onto the ink pad (the paint pad) and 
stamp the clay on the printing paper. 








6. When you are finished, wash off any paint that remains on 
the clay. The clay can be used again and again. 


MORE STAMPING TOOLS 


Cut designs into finely grained sponges that have been cut 
into small pieces. Use a separate sponge for each color desired 


13-6 Designs from the simple to 
the complex can be carved from 
vegetables, sponges, and clay. 


13-7 Found objects for printing. 
The tree wood block, top center, has 
cut pieces of rubber tubing glued 
on; the tree print is made from the 
block. The roller at bottom can 
hold foam tape, string, rubber 
bands, or cardboard designs to be 
dipped into ink. 
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Crafts for the Classroom 


13-8 Prints made from designs 
incised with scissors on Styrofoam 
trays. 


for printing. Jar lids, sticks, wood scraps, and wooden spools 
also can be used. Glue cutout felt or cardboard designs on the 
jar lids and then stamp print with them. Carve simple designs 
on the ends of wood or Styrofoam thread spools. Print with 
other objects such as shells, spoons, forks, nuts, gears, jewelry, 
and doilies. 


The Relief Print 


In this process a line is incised with a tool into a block surface. 
If the block is small, the surface can be inked on a pad. Most 
large blocks are printed by using a brayer and water-base ink 
(available in many colors) or finger paint. 


Procedure 

1. Squeeze the ink onto a flat surface such as a cookie sheet. 

2. Roll the brayer over the ink until it is covered evenly. 

3. Roll the ink from the brayer onto the block and cover it 
evenly. 

4. To print, press the inked block onto the paper, turn the block 
and the paper over, and gently rub the paper against the 
block with any dull tool such as a spoon or a tongue depres- 
sor. Press the paper carefully onto the inked block and rub. 

5. Peel the paper back. 


STYROFOAM TRAY 


This is a good process for small children. 


Procedure 
1. Draw or press in a design on the smooth side of a styrofoam 





tray with a pencil, pen, scissors or paper clip—any simple 
tool works. Be sure to press firmly so the grooves are deep. 


2. Prepare the ink and brayer and print as described in “The 
Relief Print.” 

3. A variation is to cut the outside edge of the tray as well, so 
that the outside form becomes part of the design. 


$ 
s 
vei 


Note: Press the Styrofoam against a sharply textured surface 
(wire mesh or twine). The texture will be imprinted on the 
Styrofoam. Proceed with the incising of the design, press the 
tray into the ink, and print. 
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SOAP BLOCK 





Procedure 13-9 This student has incised a 
1. Remove the label or trademark from a bar of soap with a design into a paraffin block. 
straight-edged scraper. Be sure the surface of the bar is flat. 
2. Transfer a design onto the soap by placing a paper sketch 
over the bar and inscribing onto the paper and into the soap. 
3. Carve the design, eliminating all areas that should not print. 
4. Ink as before and print. 


PARAFFIN BLOCK 


Procedure 

1. Use small boxes or cartons as molds for paraffin blocks, or 
use paraffin blocks as they come in their packages. 

2. Melt and pour the paraffin into a mold (to a level of about 
1 inch). Let it harden, and then remove it from the mold. 

3. Smooth the surfaces of the paraffin block with a scraping 
tool (a tongue depressor is fine). 

4. Prepare a sketch of your design and place it over the block. 

5. Inscribe the design directly on the block through the paper 
with any suitable tool—points of scissors, nails, or pencils. 

6. To check your design, place a thin piece of paper over the 
block and rub the surface gently with a pencil point. This 
will give you a rubbing. 

7. Cover the face of the block with ink. (Add a small amount 
of liquid detergent to the ink to make the ink adhere to the 
paraffin) 

8. Place the printing paper carefully over the block and rub it 
gently but firmly. 

9. Check a corner of the paper (lifting a small area carefully) 
to see if the block is printing well. 

10. Reink the block for subsequent printings. 429 
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13-10 Soap, paraffin, plaster, 
and Styrofoam blocks can be carved 
for printing. 


13-11 Metal foil designs are in- 
scribed with a pencillike dowel. The 
metal is then attached to a backing 
and printed. 
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PLASTER 


Procedure 


10. 


Mix plaster with water (approximately 4% pound of plaster 
per child) and pour it into a waxed container, greased box, 
or clay mold. 

Let the plaster harden overnight. 

Brush the top surface of the plaster with a color. 

Sketch your design directly on the block. 

Carve into the plaster block with a sharp tool, such as a nail 
or hairpin. 

Roll the ink on a plate with a brayer until it is spread 
uniformly. Roll the brayer horizontally, then vertically, and 
then back again. Do not spread the ink too thinly; keep 
enough ink contained within an area suitable for the size of 
the brayer. 

Roll the brayer over the plaster surface, alternating the 
direction of the brayer to ensure even coverage. 

Carefully place the printing paper over the inked plaster 
surface and gently and evenly rub the paper with your 
fingers or any flat, smooth object. Fairly hard pressure must 
be applied to transfer the ink to the paper. 

Lift up a corner of the paper to see if it is printing well. The 
first one or two prints do not print as well as the later ones. 
Reink the surface of the plaster block for more prints. 


METAL FOIL 


Procedure 


It 


Place a heavy, flat, metal foil tray (such as the ones that come 
with frozen pies, cakes, or breads) on several thicknesses of 


newspaper. 

Draw on the foil with a hard tool, such as a sharpened lead 
pencil, nail, or pointed stick. By applying firm and even 
pressure, a raised (embossed) line will appear on the under- 


side of the foil. 





3. Large forms as well as minute details are possible with this 
process. 

4. After the incising, attach the foil to a piece of cardboard, 
such as a shoe box bottom. (Staple or glue it on.) 

5. Roll on the ink with a brayer and print. After printing, these 
pieces of foil are sufficiently attractive to be mounted on 
wood and exhibited as repoussé (see Chapter 11). 


ETCHING PLASTIC 


Supplies Needed 


heavy acetate medium-weight paper ink 
sewing needle or nail rags 

tray 

Procedure 


1. Draw and scratch the design into the acetate with a nail or 
sewing needle. 

2. Ink the plate generously with the brayer so that the incised 
lines are filled with ink. 

3. Wipe the ink from the acetate plate, but let the ink remain 
in the incised lines. 

4. Dampen the printing paper in the water tray and place it on 
the plate. Be sure the plate is on newspapers. 

5. Rub the back of the paper surface carefully with your fingers 
or a spoon. Go over the lines carefully, making sure that they 
are printing. 

6. Remove the paper from the acetate and let it dry. 


| Note: All of the preceding printing surfaces used—wakx, plas- Ene CE ne eee 
tic, foil, Styrofoam, linoleum, wood, and soap—can be given pith a AGEL Oh eine (ue 
texture by marking their surfaces with nails, screws, wire, and Note that the left hand is holding 
other pointed objects. For unusual background patterns and (‘he block and is behind the path of 
textures, take rubbings from wall surfaces, or ink print sandpa- the knife. 
per, and leaves and other surfaces. Then one can proceed with | 
the other printing steps described here. 





LINOLEUM AND WOOD BLOCK 


At the upper grade levels, linoleum printing is an art experi- 
ence that offers a unique and satisfying challenge. Studying the 





history of printing techniques and elaborating on the work of 
many contemporary as well as historical block print artists are 
essential to the curriculum. (See Figure 13-12.) 

Printing becomes more meaningful for the elementary stu- 
dent when he uses the block prints as art forms or for specific w tw 
learning areas that require repeated designs. Examples of the , T -a 
latter are planning and producing fabric designs, a small news- 


13-13 An inked linoleum block 
and the reverse print. Note the let- 
tering. The wood Z shape on top is 
placed against the edge of a table 
and holds the block in position for 
carving. 
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paper or book illustrations, posters, holiday card and other 
career-related projects. 

The printing process for linoleum and wood blocks is the 
same. However, it is not practical to use wood blocks in the 
elementary classroom as the tools for wood carving are expen- 
sive and blades for them cannot be replaced easily. Also, wood 
is more difficult to carve than linoleum. If wood is used, cut the 
wood according to the grain. (Cross cuts will cause the wood to 
splinter.) 

Only a few sets of tools are needed in the average classroom 
for cutting linoleum, as tools are easily shared. 


Supplies Needed 

brayer 

water soluble or permanent inks 

a knife for trimming edges 

battleship linoleum (blocks or vinyl floor tiles) 
paint and a brush 

papers 

U-shaped gouges (various sizes) 

V-shaped gouges (various sizes) 


Procedure 
1. Plan the design carefully, after studying several fine exam- 
ples of linoleum block printing and making several sketches. 
Consider the placement of the darks and lights, positive and 
negative shapes, and the textures. 
2. Various tools create various tool marks and unusual effects; 
therein lies the excitement of this type of print making. 
432 (Experimenting first with tools or linoleum scraps helps in- 


8. 
2. 


form students as to tool-mark possibilities.) Some marks are 
not seen until the first print. Then they may be cut further 
or otherwise altered. Use battleship linoleum if it is availa- 
ble, but vinyl floor tiles can also be used. 


. Darken the linoleum block with ink or tempera or acrylic 


paint. When the block is cut into, the cutting marks will be 
visible as white areas. In this way, the design can be seen as 
you progress. 


. If any lettering is planned in the design, remember to cut the 


block in reverse. To check lettering hold the block up to a 
mirror. [he design can also be checked by making a rubbing 
over the surface with a pencil and paper. 


. Cut away all the unwanted areas. If the linoleum is difficult 


to cut, warm it a little to allow for easier cutting: leave it out 
in the sun; place it near a radiator; or place in a 300°F. oven 
for about 10 minutes, with the oven door open slightly. 
When the linoleum is just about too hot to hold, it will cut 
very easily. 

Keep the hand that ts not holding a cutting tool away from the cutting 
hand. 


. Ink the linoleum with a brayer, using water-soluble or per- 


manent ink. Distribute the ink evenly and print as directed 
for relief prints (See pages 428-432.) 

Reink the linoleum for more prints. 

Acrylic paints can be substituted for inks; use thickly. 


Alternate Procedure 


1. Cut a piece of thin linoleum to measure around a spool, 
wooden dowel, or small can. 

2. Lay the cut piece flat and cut away a design. 

3. Warm the linoleum, glue the underside, and place it around 
the spool or can, tie it, and let it cool and dry. 

4. Prepare the ink with a brayer. 

5. Place a pencil or wooden dowel into the spool. This acts as 
a handle to control the movement of the spool. 

6. Roll the spool in the ink and rotate it until the linoleum is 
well covered with ink. 

7. Roll the spool, dowel, or can over the paper, transferring the 
design. 

CHECKPOINTS 

1. Keep a small carborundum on hand for sharpening tools. 
Dampen the stone and then rotate the tool. 

2. Print on newspaper, wrapping paper, paper bags, paper tow- 
eling, magazine paper, rice paper, and typing paper. 

3. Rub with smooth objects: paddles, tongue depressors, or 
household spoons. 

4. Discuss safety measures with the students. Always cut away 
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13-14 A corrugated cardboard, 
burlap cloth, and string collage was 
rolled with ink and a print was 
taken from it 


from your body. Turn the linoleum block as you work. By 
turning the block, the cutting marks will go in various direc- 
tions, and add to the design interest. 

5. Floor tile and 14-inch battleship linoleum can be mounted on 
blocks of wood with double-faced tape or glue. 


The Collage Print 


\ 


In this type of printing one material is added on top of 
another. It is the raised surface that prints. Glue the raised 
materials to a base such as wood scraps, Styrofoam (meat trays), 
jar lids, inverted cottage cheese containers, or small pieces of 
pressed board (Masonite). Either stamp or roll ink on a surface 
with a brayer and print. 


CARDBOARD ON CARDBOARD 


Procedure 

1. Give each student two pieces of lightweight shirt cardboard, 
or index cards. 

2. Plan a design, considering both the positive and the negative 
spaces (inside and outside spaces). 

3. Cut out forms from one sheet. 

4. Glue the forms onto the second sheet with rubber cement. 





5. Use creamy tempera paint (add a little starch) or use water- 
soluble printing ink. 

6. Spread the paint or ink with a brayer on an aluminum tray 
or cookie sheet. Roll the inked brayer onto the raised forms. 
Some lower shapes will print also. 

7. Place the paper on top of the cardboard. Newsprint, tissue, 
or any lightweight paper works well. 

8. Rub the back of the print with a dry brayer, a wooden spoon, 
or jar lid. Be sure to press hard enough to pick up the print 
but not so hard as to tear the paper. Practice will teach you 
the correct pressure. 

9. Look under a corner of the paper to see if you are picking 
up the ink. Pull a print from the cardboard surface. 


GLUE ON CARDBOARD OR CARDS: 
THE COLLAGRAPH 


Procedure 

1. Apply glue line designs directly from a squeeze-bottle ap- 
plicator to cardboard or a card. 

2. Let the glue dry and harden overnight (provide sufficient 
time for drying). 

3. Roll the hardened glue forms with an inked brayer and print. 

4. A variation is the collagraph technique. Here, one applies 
white glue, either with a spoon, knife, brush, or squeeze- 
bottle, to a backing surface such as cardboard, wood, or 
Masonite. Let the glue set up slightly, then incise lines, and 
textures into glue. When glue is hard, ink the surface and 
print. 


CORRUGATED CARDBOARD 
This is an interesting and inexpensive technique. 


Procedure 

1. Plan a design and draw it on the cardboard. 

2. Cut away some of the surface shapes with scissors, leaving 
positive and negative forms. (The raised surfaces will print.) 

3. Roll paint (or ink) and print. 


FOAM TAPE OR FOAM SHEETING 


Procedure 

1. Cut design shapes out of foam tape (available in hardware 
stores), foam sheeting (available in hobby shops), or Styro- 
foam meat trays. 
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13-15 Glue ts squeezed from a 
bottle over a pencil design onto a 
computer card and is ready for the 
brayer, ink, and printing. 
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13-16 Foam sheeting, firm Styro- 
foam, sponge, and cardboard were 
cut and glued to jar lids for print- 
ing purposes. A margarine tub 
holds the tempera. 
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Glue the shapes to a cardboard backing. (Rubber cement is 
good for the sheeting as it is waterproof. Foam tape is already 
backed with glue.) 

The foam absorbs a good deal of paint, so be sure to cover 
the shapes well. The denser foam makes a better print. 
Brush the paint on the individual foam surfaces. This will 
enable you to print several at one time. These are inexpen- 
sive backings and are easy to grasp. 


CYLINDERS 


Procedure 


1. 


Build up designs with thin cardboard, string, rubber, felt, or 
tape on any size cylinder that can be inked. 

A cardboard tube, a wood dowel, a tin can, a glass, a jar, a 
brayer, an empty thread spool, a broom handle, a cardboard 
carpet roll, a piece of plastic tubing, and even a pencil are 
simple and lightweight cylinders. (Styrofoam thread spools 
can be either added on to or incised and then rolled in ink.) 
If small enough, the cylinder can be dipped and rolled into 
the paint in an inking pad. Otherwise, use a brayer to 
smooth the ink in an aluminum tray and roll the cylinder 
directly into the ink. 


SUPER CYLINDERS 


Procedure 
1. A large wallpaper roller (used for taking out air bubbles in 


wallpaper) is good for large projects such as decorating back- 
drop scenery and creating murals. They are hard plastic and 
are available at hardware stores. 

2. Materials such as felt and twine can be glued to the surface. 

Instead of ink, use latex house paint (water base). 

4. Print on large kraft paper or on clear plastic sheeting. 


5 


INNER TUBES 


Procedure 

1. Give each student a piece of rubber cut from the inner tubing 
of an old tire. 

2. Plan a design, sketch it onto the rubber, and with scissors cut 
out the chosen shapes from the tubing. 

3. Glue these shapes to a block of wood. 

4. If the design is small enough, the block can be stamp printed; 
otherwise, proceed using a brayer. 


The Stencil Print 


The use of repeated visual images brings us to a method of 
reproduction that goes as far back as the cave man. Thousands 
of years ago, a cave painter in Lascaux, France, made a stencil 
by placing his hand flat against the wall and blowing a mixture 
of fat and pigment, through a hollow instrument such as a bone, 
against his hand. 

In American history, stenciling has played an important role 
as a decorative art technique, having been used on walls, furni- 
ture and floors. Some of our most treasured antiques are pieces 


13-17 = Super-roller prints cover 
large areas quickly. String is glued 
fo a rolling pin and rolled over a 
sponge pad and then printed. 
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13-18 Stencil prints are favorites 
for all ages and can be used with 
crayon, chalk, paints, and spray 
techniques. In this crayon print, the 
stencil was overlapped and shifted 
fo produce the image. Note: Use a 
stencil design on a T-shirt (backed 
with cardboard) and spray the de- 
sign with a can of interior /exterior 
spray enamel for permanent pro- 
jects. (Spray outside.) 
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of furniture finely stenciled by Pennsylvania Dutch crafts- 
men. 

Exploring this process is as intriguing as its result. Repeated 
images suggest designs for cloth, holiday cards, and murals. 
Repeated images in sequence also suggest movement (such as 
a horse galloping), clouds, and concepts of space—where ob- 
jects overlap and recede. 

Stenciling is a simple procedure where color (paint, crayon, 
or chalk) is forced through a cutout shape onto the material 
underneath it (paper or cloth). The cutout material usually used 
is waxed paper, oak tag, or computer cards. Found objects such 
as doilies, plastic fruit baskets, metal forks, and other kitchen 
utensils make good beginning stencils to introduce the concept. 


Supplies Needed 

stencil paper, mimeograph stencil, oak tag, or waxed 
paper (for a more permanent backing run typing paper 
through melted paraffin in a wide, flat pan) 


white drawing paper, construction paper, tissue paper, or 
cloth 


cutting tools: scissors and a mat knife 


chalk, crayons, or pencils 
sponges, cotton, and paper tissues 
tempera and spray paints 
newspapers 


jars of water 
muffin tin 
stenciling materials: crayons, paints, chalk, stiff brushes, a 


toothbrush, and a spray bottle 


found objects 


CHALK 


Whether stenciling with chalk, crayon, or pencil, the tech- 


nique is the same. 


Procedure 


a 


OJ 


Cut or tear a stencil from oak tag, waxed paper, or plain 
white drawing paper. You may want to use both the positive 
and the negative stencil, so use care not to destroy it after 
using it once. 

Lay the stencil down. 


. With chalk, rub from the outside into the center. 
. The application and blending can be done with a piece of 


cotton, a cleansing tissue, or a finger. 


. Before stenciling, always be sure that your stencil is flat on 


the paper. 


SPRAYING A STENCIL 


Procedure 


1 
A 


Thin some tempera paint in a shallow pan or muffin tin. 
Put plenty of newspapers around the stencil and place it 
either on the floor or a table. 

Spray the stencil with one of several items: dip a toothbrush 
in the paint, hold it over the stencil and rub the brush with 
something flat like a stick or nail (or rub the toothbrush over 
a piece of screening-tape outside of screen). The paint will 
spatter and fill in the stencil. Or use a fixative sprayer, or an 
atomizer filled with paint. 

By applying heavy or thin areas of spray, various textural 
effects occur. 


_ If you are overlapping shapes, be sure that one color is dry 


before applying another. 
Objects from nature can be placed on the paper, sprayed, and 
removed. (These create interesting silhouettes.) 


. Try combining nature's patterns with your patterns. 
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CRAYONS 


Use crayons with paper stencils on muslin or sheeting. Fix the 
crayon by ironing it on the fabric. Do not wash the fabric often. 
Use crayon stencils for place mats, window curtains, wall hang- 
ings, or in combination with batiking. 


PAINTS 


Use firm, waterproof stencils out of oak tag with paints. Use 
inexpensive hardware variety bristle brushes to apply the paint. 
These are stiff and penetrate cloth or paper easily. Be sure to use 
thick paints. Use sponges to fiJl in the design shapes, but be 
careful not to load on the paint and have it squeeze under the 
stencil as this creates ragged edges. 

When using tempera paint, use a stiff brush dipped lightly ~ 
into the paint. Wipe off any excess paint. Start from the edge 
of the stencil and brush or dab toward the center of the paper, 
holding the brush in a vertical position (this prevents paint 
from going under the stencil). This technique achieves a soft 
blending effect that goes from dark at the edge to light at the 
center. 

Use the same approach for permanent paints, such as acrylics, 
or inks on textiles. Use very little paint on a stiff brush, stroking 
or stippling the paint onto the fabric. Experiment to find the 
most satisfactory approach for you. Solid forms are exciting as 
well. 

If using several colors, keep one brush for each color. Remove 
all sizing from fabrics before using them. Common cotton is 
best for any textile painting. (Polyester fabrics tend to resist 
paints.) Paint over printed cloth as well. Gingham or polka dots 
are fun. Keep the designs and projects simple in the elementary 
grades. For polyester and cotton cloth try this process: place 
your cutout stencil on the cloth (T-shirts or curtain material) 
backed with cardboard and tape down tightly. With a can of 
interior/exterior spray enamel, held upright about. 12 inches 
from the cloth, spray lightly with short spurts. Paint dries 
quickly, is permanent and designs can be overlapped. Do this 
outdoors. 


The Screened Print 


The silk screen process is an extension of the paper stencil 
technique. This printing process permits a large quantity of 


designs to be run quickly, as in an edition. This is possible 
because more permanent tools and materials are used. (See Fig- 
ure 13-19.) 

The procedure often is called serigraphy. Seri, in Greek, means 
“silk.” The process is basically a blockout method. A pigment 
is squeezed through a fine mesh, commonly silk, to produce the 
image. Several screens can be made to provide several colors; 
each screen is used for each color. This is a popular printing 
method with contemporary artists and also is used to produce 
posters. Many school theater productions and art shows adver- 
tise with silk screen posters. 

silk screen printing is used on cloth as well as on paper. Art 
teachers like this repeated procedure for designing curtain and 
simple costume fabrics. For permanent projects, use commer- 
cially prepared inks or textile paints. Large areas can be printed 
on the muslin backing used for stage curtains; this material is 
very wide, is lightweight, and does not have visible seams. If 





13-19 Screen printing is done 
with a wood frame hinged to a 
backing. The fabric is stretched 
across tightly, stapled, and taped. 


13-20 The rubber squeegee on 
the left will carry the printing ink 
across the screen and print, These 
screens can be cleaned and reused. 
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the material is for temporary use, print with water-base inks, 
paints, or finger paints on old sheeting. 


Supplies Needed 

a frame: either a small wooden frame, a cardboard box with a 
rectangle cut from it, or an embroidery hoop 

screening material: fine mesh silk (expensive), permanent- 
finish organdy (a good beginning substitute), or dotted swiss 
cloth, cheese cloth, or nylon stockings 

stencil paper: typing or mimeograph stencil backing, waxed 
paper, or commercial stencil paper 

squeegee, tongue depressor, spatula, or plastic windshield 
wiper (or cardboard) 

SCISSOrS 

inking pad (a tile) 

shellac 

paint: finger paint, commercial silk screen paint, inks or dyes, 
or tempera (add water and starch for the consistency of ~ 
toothpaste) or tempera mixed with wheat paste 

printing paper, construction paper, or any paper or cloth 

scissors of knife 

masking tape, gummed stickers, or paper reinforcements 


CONSTRUCTING A SCREEN 


Procedure 

1. To make a screen, use a wood frame base or a cardboard box 
with a center rectangle cut out from it. 

2. Or, use an embroidery hoop and stretch the material tightly 
across it. 

3. Stretch the material tightly over the wood or cardboard 
frame and staple it on. Cover the edge of the frame and cloth 
with tape. (Leave the center open.) Cover the tape and an 
overlapping of the cloth with shellac to waterproof the edges 
and add strength to the screen. 


CONSTRUCTING A STENCIL 


Procedure 

1. Cut or tear a design out of the stencil paper. A negative 
shape results, through which the paint will go. (Place the 
stencil in between the printing paper and the screen. Place 
the paint on top of the screen, and squeeze the paint across 
and through the screen with a squeegee. The stencil design 
is then passed through onto the printing paper.) 

2. Place the printing paper on a flat surface. 

3. Place the stencil design on the paper. 

4. Place the screen (either the hoop or box) on top of the 


stencil, making sure that the stencil is tight against the 
screen. : 


. Place the paint on top of the screen at one end (about 2 


tablespoons of paint—the size of design determines the 
amount of paint needed). 

Squeeze paint from one end across to the opposite end, 
making sure that the paint goes into the open areas onto the 
printing paper. When using this process, the paint goes 
through the screen and adheres the paper stencil to the 
screen (not where the design has been cut away). The paint 
thus goes through these spaces and will print. Lift up the 
screen, and you will find that the stencil has clung to the 
screen. 

Gently lift off the screen and stencil and you have your first 
print. 


. Place the screen and stencil on the next sheet of paper and 


repeat the process, as many times as you need to make the 
desired number of prints. 


. If you want to make a second color, print the first color, and 


let it dry. Use a new stencil with a clean screen and print 
a second color over the first color. 


. Work quickly as the paint will dry and clog the stencil if 


left too long. 


. As a variation, cut shapes out of gum-backed paper and 


glue them to the bottom of the screen, with the gummed 
side on the screen. 


CRAYON OR GLUE STENCIL 


Supplies Needed 


screen cardboard stickers 
crayons paint thinner tousche 

glue masking tape 

Procedure 

1. Draw directly on the screen with a crayon design where you 


want to print your design. Press down heavily on the crayon. 
Pour Lepage’s glue (thinned to one part water, one part glue), 
on one end of screen. Drag the flat edge of a piece of card- 
board across the screen. Be sure the screen is resting on 
sticks, or on anything to raise it, or it will adhere to the work 
surface. 


. When the glue is dry, hold the screen up to the light and 


check to see that all the pin holes are filled. If necessary, 
repeat the procedure with more glue. 


. Let the glue dry. 


Remove the crayon designs with a piece of cloth that has 
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been dipped into paint thinner or turpentine. This opens the 
crayoned areas and permits the paint to pass through. 


. Now the screen is ready to print. This screen can be cleaned 


and reused as long as the glue-blocked areas remain. 


. Asa variation, draw or paint glue directly on the screen with 


brushes. Leave openings for the paint to pass through. 


. Other blockout techniques use masking tape designs for 


straight-edged as well as irregular shapes. Gummed stickers 
and round paper reinforcements will also block out areas. 
When they are removed, open.areas are left for the paint to 
pass through. Note: Tousche and film screen can be purchased 
from commercial stores. Tousche is used like crayon, and 
film screen is used like a cutout stencil. 


. For a line design in the screen, draw or type a design on a 


mimeograph stencil. Or draw with a fine-tip ball-point pen 
or mimeo stencil tools. Proceed as before by taping the sten- 
cil to the bottom side of the screen. 


PAINT FOR SCREEN PRINTING 


Supplies Needed 


liquid starch laundry starch 

tempera paint 1 quart of boiling water 

soap flakes 1 cup of soap flakes 

water 

Procedure 

1. Add the liquid starch to the powder paint until it is the 
consistency of thin paste. 

2. Add a small amount of soap flakes to the tempera paint to 
give it body; mix well. Only add water to the tempera paint 
when necessary. 

3. Finger paint also can be used, either commercial preparations 


or homemade. Mix 114 cups of laundry starch and a small 
amount of boiling water. Add the rest of the boiling water 
to it. Stir in the soap flakes and tempera color. 


The Monoprint 


Monoprinting is a spontaneous and exciting process that 


gives an instant, direct, and unexpected print. Children in every 
grade enjoy this technique from preschoolers on. 


Supplies Needed 


paints: tempera, finger paints, acrylics, or water-base block- 





r 


RS 
$ Se, gr 
S ak 
a | a 





printing inks (oil paints are interesting but are impractical for 
elementary-school classrooms) 

smooth, flat nonporous surface: glass sheet (with taped edges) 

tabletops 

Formica surfaces 

aluminum cookie sheets 

brushes, sticks, and sponges 

papers: newspaper, tissue, butcher, newsprint, wrapping, 
magazine, and cardboard 


Procedure 

1. Roll the paint out evenly on the work surface. Encourage the 
students to experiment with creating textures and color 
combinations directly on the work surface. Scratch through 
the paint with pencils or fingernails. Lay on string or sprinkle 
on sand for textures. 

2. When the design is to your liking, carefully place the paper 
on top of the paint and rub it gently and evenly with the 
hand, making sure that the print is being transferred to the 
paper. Often, more than one print can be taken from each 
paint application. 

3. Many unusual textural and color effects occur as the wet 
paint blends and moves as it is rubbed with the hand. 

4. These prints are beautiful in themselves but often are com- 
bined with other printing techniques such as block prints. 





13-21 There is an element of 
surprise as this student pulls a 
monoprint from the glass. 
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Checkpoints 


1. Print on a variety of papers. 

2. Paper textures create interest. Iry tissue paper, paper tow- 
eling, brown paper bags, sandpaper, pages from old tele- 
phone books, construction paper, magazines, and the backs 
of wallpaper. For other interesting textures, apply sand, 
salt, or sugar to the paint while it is still wet. 

3. For added interest mount prints on oak tag, sheet plastic, 
Styrofoam, or cloth. 

4. Use water-base fluorescent paint (available in tempera as 
well as in gold and silver). 

5. Pour different colors of paint on the pad, one on top of 
another. The colors will blend. 

6. For a shadowlike effect, apply the design with one color 
paint first; then reapply the design slightly off center in 
another color. 

7. Try various colors with the same block print to see how the 
design appears with different colors. 

8. Plan a design before printing. Then print without preplan- 
ning a design. 

9. Collect objects of unusual shapes and textures (see page 
426). Many times an object will not print as expected. Glue 
objects to jar lids, cottage cheese containers, plastic meat 
trays, wood, and Masonite for easier handling. 

10. Use a large paint pan (a cookie sheet is good) with many 
sponges (or paper pads) so that many colors can be experi- 
mented with at the same time. 

11. Attach water- or oil-base clay to a scrap piece of wood 
before incising a design. This becomes a sturdy handle for 
grasping the printing clay. 

12. For additional stamping tools, cut into corks, small sponges, 
and wood scraps. 

13. Use practice sheets when experimenting with color. Some- 
times these are more visually exciting than the finished 
sheet. 

14. Blot the paint from blocks on paper toweling or newspaper 
to remove excess paint. Try wetting the paper before begin- 
ning the printing process. 

15. When using cutters with metal surfaces, such as cookie 
cutters, for printing a design, glue string to the edges of the 
cutter so the ink or paint will adhere evenly. 


16. Water color or thinned tempera paint gives soft, blended 
designs, whereas acrylic paint creates bold color designs. 

17. Be sure to cut the design deep enough. 

18. Have the paint the consistency of thick cream for printing. 

19. Use enough newspaper or paper toweling under the print- 
ing paper for padding purposes. 

20. Limit the number of students working in a group to eight. 

21. Spread enough newspapers under the working areas to 
catch glue, paint, or water and to speed the cleanup process. 

22. Add starch (half and half) to tempera paint and then satu- 
rate a 1-inch sponge with the paint to make an effective 
stamp pad. 

23. Do a spontaneous print mural. Have each child participate, 
printing on one large mural surface. Have the design forms 
develop as the children work. Some mural themes are the 
City, A Flower Garden, Moonwalks, The Bus Stop, Crowds 
in the Elevator, Under Water, and In the Heavens. 

24. Encourage the use of new and exciting materials alone and 
in combination. 

25. Preparing media, demonstrating procedures, and discussing 
print examples beforehand help the printing experience. 
Use large tables as stations and have materials laid out on 
them for initial designing, cutting and gluing, inking, and 
printing. 
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Photographic 
Media in the 
Classroom 


Photography starts with your own special vision. For one 
moment, your eye selects something meaningful to you from 
out of the world and you keep its memory forever. Today’s 
camera is a third eye. The excitement and anticipation in snap- 
ping the shutter and waiting for the captive image to be devel- 
oped is always suspenseful and often rewarding. We 
communicate and share personal ideas through these images, 
which help us to develop a visual language and visual literacy. 
Through the camera, we learn ways of seeing, of expressing 
significant feelings, and of communicating important thoughts. 

In 1878, a 24-year-old amateur photographer named George 
Eastman began making photographic emulsions with material 
and information gathered from England, then the world’s pho- 
tography center. The early camera signifies an historical turning 
point in recording visual information and artistic form. 


Photography in the Curriculum 


Improving communication is a fundamental goal of educa- 
tion. Photography, which means “writting with light,” is an essen- 
tial form of communication in our society. We have all heard 
the saying, “A picture is worth a thousand words.” Photo- 
graphic images and photographic tools can be powerful creative 
ingredients in our educational programs. Our visual language is 
as natural as our verbal language; both image and word are 
essential to life. Together they offer a limitless potential for 
expressing thoughts and ideas. They help us to understand the 
world around us. 
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14-1 This is the No. 1 Kodak 
camera, manufactured in 1888. 
The basic parts are similar to those 


used in cameras today. (Courtesy of 
Eastman Kodak Company.) 


14-2 For the first ime, in 1923, 
amateur home movie cameras were 
made available. Subsequent develop- 
ments have brought the camera into 
classroom use through still photog- 
raphy, film making, videotape, and 
television production. (Courtesy of 
Eastman Kodak Company.) 
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The place to begin inquiring into the uses of cameras and 
photographic processes is in the elementary school. We are 
constantly bombarded by television and other mass media. 
Television is the foremost source of communication today. The 
television screen brings to us images and facts that are astound- 
ing by past standards. Most of us experience it daily and, next 
to direct experiences, it is becoming the most potent educational 





instrument, both in and out of the classroom. We are now in 
a camera conscious age. The teacher has the opportunity to use 
the camera to teach visual language by including photography 
in the curriculum. We should teach critical assessment of the 
television eye, as well as the uses of the camera, its image- 
making possibilities, and encourage the individual vision and 
powers of communication of each student. 


LOOKING THROUGH THE VIEWFINDER 


Practice taking “pretend” pictures. Before loading the film in 
the camera (as well as with your paper viewfinders) go on a 
“photography hunt.” Practice the following visual awareness 
skills, and then begin your photography adventure. (See Figure 
TAS) 


Procedure 

1. Select a subject or object that you feel is important enough 
to photograph. Be discriminating. 

2. Decide what feelings you want your photograph to express. 
Your photograph will express a small section of reality as 
you see it; it will be an extension of yourself. 

3. What is the best “point of view” for your shot? That is, 
should it be a close-up, a middle, or a distant shot? Should 
the camera look up at the subject? Down at the subject? 

4. Study what it is that you want to illustrate about the sub- 
ject—its top, its side, its bottom? Will it benefit from distor- 
tion? From unusual perspectives? 

5. What kind of light is the most suitable to your idea: sharp 
darks and strong contrasts or an out-of-focus mist or haze? 

6. Turn the camera before you shoot to determine whether it 
should be held horizontally or vertically. 

7. Are the dominant lines in your picture horizontal, vertical, 
or diagonal? Are there curves to indicate rhythm? 

8. Is the composition interesting? Do the parts work well 
together? 

9. Look for the shadows. They can be interesting shapes in 
themselves or they can cover and hide. 

10. Is the camera in focus? Do you have your hair or finger over 
the lens? 

11. Hold the camera still when clicking the shutter. Otherwise, 
your picture will be blurry. 


HOLD STILL! SMILE! SHOOT! 


Begin photography experiences early in the curriculum. From 
the preschool level on, children express decided points of view, 





14-3 As the student sees parts of 
her world through the eye of the 
lens, she learns to be more selective 
in her visual judgment. 
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learn to be visually selective, perceive details, discover visual 
relationships, learn how other students see the same subject, 
and appreciate other students’ points of view. Numerous ex- 
periences in picture taking and discussion will result in im- 
proved skills. 

It is fascinating and revealing to have a group of students 
photograph the same subject. For instance, a visit to a fair, zoo, 
or museum will illustrate how everyone shooting the same 
subject will select different images. Even changing distances 
from a subject will create a different feeling. Sometimes when 
photographing, hold the viewfinder to your eye and try chang- 
ing the view by moving closer or farther away from the subject. 
Or hold your eye to the viewfinder and wait for the subject to 
change and move. Often, by waiting, one can get exactly the 
idea intended. It’s fun to practice shooting. Make yourself and 
the students a paper viewfinder (a 3- X 4-inch rectangular 
frame with a 1-inch cutout to look through). Carry this with 
you and practice selecting objects and points of view. 

Discussing photographs taken by professionals helps to un- 
derstand structure better and develop critical awareness. Evalu- 
ate photographs used in posters and as magazine illustrations, 
as well as original photographs taken by artists. Mount these on 
a hard board (illustration board or cardboard) with rubber ce- 
ment and display them. You may want to frame some. Simple 
acetate sheeting, which is available in local shops, is excellent 
for photographic displays. Discuss photographs that have been 
taken by students: How did the student decide on a subject and 
how could he interpret the idea further to improve on it? After 
several critical awareness discussions, mount and discuss the 
photos involved. Because details are sometimes overlooked in 
a small photograph, place the photographs in an opaque projec- 
tor for super images. 

There will be many opportunities to take photographs that 
you will want to remember and share. Students are highly 
enthusiastic about keeping records of their experiences such as 
field trips expressing attitudes and feelings, and understanding 
each other's “point of view.” Through photography, they dis- 
cover new meanings and relationships, develop their perceptual 
and visual skills, make discriminating choices in their environ- 
ment, perform picture-making skills, and enrich many related 
learning areas. 


INTEGRATING PHOTOGRAPHY IN THE 
CURRICULUM 


Use photography with other learning experiences, such as 
creative writing, plays, poetry, music, dance, language develop- 
ment, and environmental discovery. 


1. Use opaque projectors to create super-image compositions; 
these are also supermotivators. 

2. Use photographs as studies for works of art; to study mov- 
ing subjects such as animals in the zoo, and for nature 
study. 

3. Study the work of professional photographers. 

4. Project photographs with other programmed light media in 
light shows. 

5. Project photographs on figures as they dance. (Imagine your 
own photograph superprojected on you as you move.) 

6. Create photographic montages. Select and compose photo- 
graphic images to express a statement in one picture. 

7. Create photographic sculptures (mount photographs on 
three-dimensional forms such as cardboard boxes, pottery 
forms, lampshades, toys and dolls, and chairs. Spray them 
with a plastic coating for a permanent finish. 

8. Study a subject such as “lines”; find them in nature and in 
man-made objects. 

9. Photograph the differences and similarities among shapes, 
textures, patterns, and colors. 

10. Create and illustrate stories with a sequence of photo- 
graphs. (Produce a class newspaper and exchange it with 
those of other classes or schools.) 

11. Illustrate music and poems with photographic images. 

12. Photograph selected aspects of life that are important to 
you—your personal “living book.” 

13. Develop group projects: books of photographs combined 
with tapes to describe a learning area; or photographs of a 
school event amassed on a large mural. 

14. Take and make colored slides. Produce your own slide-tape 
shows for documentaries, instruction or for fun. 

15. Record data. Write down feelings and ideas and illustrate 
them with photographs; related learning areas are endless 
and wait for your discovery. 


Photography offers one way to better understand the world 
around us. Everyone can use a camera. 


Photography Terms 


Before any actual picture taking begins, the student will want 
to learn the terminology of photography and uses of a camera. 
At the elementary level, match the types of cameras to the 
ability of the students. Old box cameras (donated or purchased 
from thrift shops), Instamatics, Autopak, the Snapshooter, and 
Autoload are a few cameras available at a comparatively low 


Photographic Media in the 
Classroom 


453 


454 


Crafts for the Classroom 


cost.! These cameras are easy to use. With very few instruc- 
tions, the student can create a compelling and fascinating new 
world. 

Cameras themselves are motivators. They are tools to be used 
for artistic expression. In the classroom, plan time for the stu- 
dents to experiment with looking through the viewfinder. Dis- 
cuss the parts of the camera, how to decide when to take a 
picture, when to click the shutter, and how to adjust and focus 
a lens. These are important preliminary steps. 

Plan opportunities for handling the camera to discover its 
parts. Demonstrate how to load and unload film. Teach the 
following vocabulary in order to be able to dicuss photography. 

Aperture: The opening in the camera lens where the light 
enters. 

Blueprint Paper: A commercial drafting paper used in this text- 
book for making images. 

Cable-Release Cord: A flexible cord with one end that screws 
into the camera: the other end has a push-button release that 
permits a single frame to be exposed. In the super 8 mm movie 
camera, this cable-release cord is used to release each frame in 
order to take single pictures during animation. In the 8mm 
camera, eighteen film frames compose one second of running 
time. Therefore, each single exposure—each frame—acts like a 
single photograph. In animation, each frame exposes individu- 
ally, with each picture changing very slightly. The fast visual 
motion of the running film creates a fluid image, and all single 
frames run together to give the film smooth action. 

Camera: An instrument with a lens and shutter used for taking 
pictures. An inexpensive camera for classroom use is one with 
a fixed lens and shutter used for ordinary picture-taking condi- 
tions. The lens has been adjusted and fixed for an average focus 
of about 12 to 15 feet. The lens opening (aperture) is also fixed 
at an average of F/11, which is for average sunny light. The 
shutter speed is approximately one thirtieth of a second, so that 
any moving subject will blur. There are many types of more 
complex cameras on the market that are designed to provide 
differences in focus, distance, light conditions, and shutter 
speeds. Other kinds of cameras are 35 mm, reflex, and either the 
single-lens or twin lens. 

Carrier: Found in the enlarger, it is a flat metal piece that 
carries the negative. It is located between the lamp and the lens. 

Condenser Lens: A lens in the enlarger that focuses the light on 
the negative. 

Contrast: The difference in lights and darks found in a nega- 
tive, print, drawing, or painting. 

Darkroom: Any room with running water that is lightproof for 


"Snapshooter Cameras Co., P.O. Box 16225, Philadelphia, Pennsylvania, 
19114. 


developing film or prints safely. A closet or a small bath room 
can serve as an adequate darkroom. Build your own. 

Developer: Chemicals that change the silver halide particles to 
metallic silver during the development of the image. 

Lazo Prints: Another inexpensive drafting paper that, when 
exposed to sunlight, causes the dyes in the paper to change. 
Where objects obstruct the light, the paper does not fade. It is 
used in offices for duplicating machines, and is available in 
several colors. 

Diffused Light: Light that scatters in all directions. 

Dry Mounting: One way to mount photographs on a board 
with heat and dry mounting tissue. The tissue is a thin, wax-coated 
(on both sides) paper that sticks to a surface when heat is 
applied. The tissue is usually placed in between the photograph 
and mounting surface, joining all the surfaces. 

Easel: The surface that holds the printing paper flat during 
exposure. 

Emulsion: The shiny side of paper or film that has a light- 
sensitive coating. The coating is a gelatin containing silver ha- 
lide crystals. 

Enlargement: The large paper print that is exposed from a small 
negative. 

Enlarger: A mechanism that contains the focusing lens and 
lamp and projects the image of the negative onto the enlarging 
paper during exposure. 

Exposure: The time when light is applied to light-sensitive 
material. The time will vary, depending on the light intensity. 

Film-Developing Tank: Film is placed into a lightproof container 


for developing. 
Fix: To remove the unused silver halides (with the fixer) so 


that the emulsion is insensitive to light and, therefore, the im- 


age is stable. 

Fixer: (or hypo): A prepared chemical solution of sodium thio- 
sulfate that changes the unexposed exposed silver salts in the 
paper print to a soluble condition (they are washed out of the 
print). 

F-stop: The aperture size indicated by an F-number. [he larger 
the opening, the smaller the number. In simple cameras, the 
F-stop is fixed and not adjustable. 

Lens: A glass or transparent plastic material made with two 
opposing surfaces. These surfaces change the direction of the 
light rays, causing them to meet at a place on the film. The lens 
is classified as to the way it bends the rays of light. 

Montage: A design made of pictures or parts of pictures used 
to express an idea or impression. 

Negative: An exposed image on film, glass, or plastic that is 
then used to make any number of prints. The lights and darks 
in the negative are the reverse of those in the subject or finished 
print. 

Overexposure: Too much light reaches the paper or film during 
the exposure, when the shutter is clicked. 
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Photoflood Lamp: A high-voltage lamp used with certain films 
during exposure. 

Photogram: A paper print that produces the reverse tones of the 
original image; a process producing an image without a camera. 

Positive Print: A print that reproduces the original tones of the 
subject. 

Safelight: A colored light (or cover) that can be yellow, amber, 
red, green, or orange and to be used in the darkroom with films 
and papers. 

Shutter: A device on the camera for opening and closing the 
aperture of a lens in order to expose the film. 

Slide: A developed film used as a negative. The image slide is 
used in a projector and projected on a wall, or it can be used as 
a negative to produce colored prints. 

Splice: To join together, in this case when two ends of a piece 
of movie film are adhered together. 

Stop Bath: A water and acetic acid bath that is used to neutral- 
ize the alkali of the developing solution and stops the image 
from developing further. 

Synchronization: An exact correlation between sounds such as 
on tape or record, or live sounds to visual images, as in a film. 
Or when a flash bulb goes off at the exact time that the shutter 
opens. 

Tones or Values: The degrees of light and dark within an image. 

Tongs: Plastic, bamboo, or stainless steel “fingers” that move 
the print from one solution to another. 

Toning: Adding color to prints by using pens, inks, vegetable 
coloring, or watercolors, or by placing the print into a toning 
bath. 

Translucent: Semitransparent; light passes through a sub- 
stance, but is diffused. 

Transparent: Anything that is perfectly clear. 

Viewfinder: A small, rectangular glass window in the camera 
that indicates to the viewer the image the camera will photo- 
graph. 

Vinyl Paper: Clear-plastic, self-adhesive paper sheeting. The 
adhesive side is protected with paper that is to be pulled off. It 
is sometimes called “Con-Tact” or “Magic Cover” paper, and 
is available at hardware stores. 


Discovering the Pinhole Camera 


One of the first records of a box for viewing or projecting 
pictures was one constructed by L. B. Alberti in 1437, a rough 
form of the camera obscura or magic lantern. Leonardo da Vinci 
also left manuscripts containing a diagram and notes on the 
pinhole camera. Giovanni Battista della Porta is named as the 
inventor of the camera obscura,described in his book, Magica 
Naturalis, published in Naples in 1558. Daniello Barbaro gives 


us the first account of a camera with a lens in his Za Pratica, della 
Perspettiva, published in Venice in 1568. 

In the latter half of the eighteenth century, cameras became 
quite common as a show and for sketching purposes. Some 
were large enough for the observers to get inside them; others 
were small and portable and fitted with mirrors on the inside 
that reflected the image on a horizontal screen on the top of the 
box. Such a box is pictured in Lecons de Physique, by Abbé Nollet, 
published in Paris in 1755. The diagram illustrates the similarity 
between the camera and the eye and the fact that the nearer the 
object is brought to the lens, the further away on the other side 
of the lens is the sharp image. 

Many others contributed to the development of the photo- 
graphic process, and in about 1824, a scenic painter named 
Louis Jacques Mande Daguerre had the idea of fixing the images 
of the camera obscura, a tool he used in his scene paintings. 
Between 1834 and 1839 he perfected and published the process 
and after unsuccessfully attempting to form a company, he gave 
to the world the method in return for a pension from the French 
government. 

The camera used by Daguerre was a box with a small open- 
ing or lens at the front, a reflecting mirror at a 45-degree angle 
inside, and a screen below for viewing the scene. 

The daguerreotype method is a positive image, in which a 
highly polished silver plate is submitted to the fumes of iodine 
until it is coated with a fine layer of silver iodide, and then 
exposed in the camera. After exposure, the plate is transferred 
to a box in which it is held over a metal dish of mercury heated 
from beneath. The mercury fumes ascend and the metal adheres 
to the parts that were exposed to light, in proportion to the 
strength of the light. The unaltered iodide is then dissolved 
away by means of a salt solution—later known as a hypo— 
resulting in a brilliant well-defined picture. At the same time, 
William Henry Fox Talbot, an Englishman, developed a method 
of forming silver chloride in paper in such a way that an excess 
of silver nitrate is left. In 1835, he claimed to have achieved 
negative camera pictures on paper sensitized by alternate 
washes of solutions of salt and silver nitrate. 

Viewers were amazed at the brilliance of the camera images 
and the details they contained. Within a very short time, pro- 
duction of the daguerreotype camera was begun in both Europe 
and America. Photography as a picture-taking process was 
born. 

In Figure 14-4 simple picture taking cameras are illustrated. 
From left to right: (a). In the round cereal box pinhole camera, 
the square metal insertion (under the collar of the man) was cut 
from an aluminum can. When making the hole, be sure to stress 
rotating the aluminum rather than the needle. (b) The dark 
round pinhole camera is made from shirt-weight cardboard and 
oak tag. Any canister could be used. The diameter is about 5% 
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14-4 Four simple cameras. From 
left to right: pinhole camera made 
from round cereal box; a more com- 
plex, oak-tag pinhole camera with 
six alternating holes; the Snap- 
shooter, an inexpensive commercial 
camera; and a pinhole camera made 
from a small box painted black. 


14-5 Photographs taken with the 
round cereal box camera create a 
slight distortion similar to a fish- 
eye lens. The image is actually a 
negative. This paper was exposed 
approximately 60 seconds. 
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inches. The metal used for the six pinholes was brass shim (tin 
cans or metal pie plates could be used) and is covered with 
cardboard flaps and black plastic tape. The film is wrapped 
around the inside circle (extending from the lid) with the film 
emulsion facing the pinholes. Each hole is exposed individually 
so that the final negative produces a 360-degree angle photo- 
graph. (c.) The Snapshooter camera will attach to any Kodak 
No. 126 cartridge film whether black and white, color slide, or 
color print film. (d) The pinhole camera on the right is made 
from a small box spray painted black. Hold up to the light to 
check for light leaks. Make sure the lids and back close tightly 
and are in good condition. A round disc is attached to the front 
that contains different size pinholes. The disc rotates permitting 
light to enter. Film is placed in a holder on the back (facing the 
pinhole). Verichrome film is cut to fit into the holder (do this 
in a changing bag or under a safe light). This box is about 6 
inches deep. All cameras are sprayed black on the inside, and 
black plastic tape is used where taping is necessary. 





OBJECTIVES FOR THE PINHOLE CAMERA 


Can you imagine giving away twelve thousand identical 
cameras? That's exactly what took place recently in the main 
foyer of the Philadelphia Museum of Art. Artist Phillip Simp- 
kin stacked all of these cardboard cameras as an invitation and 
challenge to the public to participate in, and become engaged 
in, photography.” The simple triangular shaped cameras with 
special stabilization papers and a public darkroom for process- 
ing prints were provided for anyone who accepted a camera. 
The photographers were encouraged to take the cameras with 
them and let the camera function as a means of capturing part 
of their intimate daily life and also to help sensitize them to 
their environment. Instructions for exposure were printed on 
the front of the camera. Exposed papers were brought back to 
the museum and processed in the darkroom. The best prints 
were displayed in the main foyer of the museum. The photo- 
graphs were successful in that they were masterpieces of inti- 
mate perceptions—from living rooms and supermarkets, to 
pesonal treasures such as bicycles. Brief captions identified the 
prints. As the cameras are reusable, it is conceivable that the 
project could continue indefinitely. Maybe your school could 
be the next “camera stage” for such a production. What a great 
way to get involved in photography. 

One objective of our project is to teach the basic workings of 
a camera. The construction of the camera and production of the 
photograph requires experimentation and information about 
various film speeds, exposure times, and focal lengths. The focal 
length is the distance between the pinhole and the film. If you 
have a short distance (such as 1 inch), you will get a wide-angle 
picture—up to 140 degrees. If the pinhole is at an extreme 
distance—say 6 feet-—you will get a telephoto picture. Six in- 
ches is the average focal length. In the Kodak Autograph? cam- 
era, shown in Figure 14-8 which dates back to 1909, the focal 
length is made by lengthening the bellows to exactly 6 inches. 
You may want to experiment; the pinhole will work if it is 
between 3 to 6 inches from the film. A pinhole camera has a 
great depth of field, so that objects closeup as well as far away 
from the camera will automatically be in equally sharp focus. 

The pinhole camera is a small box with a black interior and 
a very small hole in the center at one end. The two working 
ends are usually parallel, one end containing the pinhole and 
opposite end holding the film. The camera can be designed to 


?Phillip Simpkin teaches art at the City University of New York. See Leenert 
Drukker, “Pinholes for People,” Popular Photography, (June 1975). 

>The “Autograph” camera permits the person to sign his name directly on 
the negative with a special pointed metal tool that looks like a pencil. The 
autograph, or message, would then appear on the finished photograph. The 
camera uses No. A-116 Autographic film and can be ordered from Eastman 
Kodak Co., Rochester, New York. 
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hold a piece of film or a 126-size film cartridge. The film used 
can be either Tri-X Pan or Verichrome Pan. The rectangular box 
camera produces a normal picture with normal perspectives. 
The round camera, produces a fascinating distorted picture 
similar to a “fisheye” image. 


Supplies Needed 

a box (cut down shoe box), a salt box, oatmeal box, or even a 
cardboard carpet roll for a circular camera (the 18-ounce 
Quaker Oats cereal cylinder can hold film or be used with 
photographic enlarging paper, 5 X 7-inch sheets) 

flat black paint, black electrical tape (leak proof), or black draft- 
ing tape (or) 

heavy aluminum foil or brass shim (aluminum foil from frozen 
pies) 2 X 2 inches square 

a fine needle, a # 16 beading needle (at hobby stores); an awl 
or ice pick if brass shim is used; or the point of a # 10 sewing 
needle 

sandpaper 

black-and-white film (roll film or cartridge; Kodak Tri-X Pan or 
Kodak Verichrome Pan) 

a dime (to to turn the cartridge film) 

enlarging paper (for the cylinder camera) 


Procedure 

1. To make the pinhole, rest the aluminum foil, or the brass 
shim, on a hard, flat surface. The best results are obtained 
when the pinhole is about 1/75-inch in diameter. Make the 
hole by gently pushing the tip of a # 16 beading needle 
(held vertically) through the foil. Rotate the foil slightly as 
you puncture it to get a smoother hole. Check the smooth- 
ness and roundness of the hole by holding the foil up to a 
light and looking through the back of the hole. An awl can 
be used on the metal shim: place the metal shim cn a hard 
wood or steel backing and then just barely break through the 
metal with the very tip of the awl. This will leave a ragged 
hole that can be smoothed by rubbing the metal against 
sandpaper. Attach the metal pinhole to the front of the cam- 
era (on the inside) with black electrical tape. Cover the hole 
with a shutter device, either a taped-on piece of cardboard 
or heavy black poster board held on with two rubber bands 
(the board slides over the hole). (See Figure 14) 

2. To make the camera: decide on its size and format. A box 
shape can be about 6 inches in depth for good focal length. 
The height and width are determined by the size of the film 
used. The good-sized camera is about 3 inches square and 6 
inches deep. If a round camera is made, just cut an opening 
in the front of the box to house the pinhole. 


a. It is necessary to paint the inside black as this cuts down 
on any interior reflection during the exposure of the film. 

b. Tape any joints with black electrical tape or drafting or 
masking tape. Be sure of a good seal to prevent any light 
from entering. 

c. When the paint is dry, place the metal pinhole behind the 
front cutout inside the box. Tape the pinhole in place on 
the inside of the box to prevent light leaks. 

d. Tape a black piece of board on the front side to cover the 
pinhole. This is the shutter, which is carefully opened 
during exposure time. Or, the shutter can be a thin piece 
of black poster board held in place with two rubber bands 
(the paper slides over the hole). 

3. To load film in a rectangular box camera, insert a piece of cut 
film (which fits into the back holder) in a room with a safe 
light. Cut up the Verichrome Pan film in shapes to fit the 
camera and insert one piece at a time. If you make a small 
camera to fit the opening of the cartridge film, the back of 
the box remains open and the camera fits right into the 
cartridge opening. Insert a dime in the top round opening of 
the cartridge and turn the coin counterclockwise until the 
first or second number in the series shows in the yellow 
paper window of the cartridge. This can be done in daylight. 
For the round camera, place the film or photographic paper 
facing the pinhole on the opposite side with the emulsion 
side facing in. The emulsion on roll film is on the inside of 
the curl and is also sticky when touched with a moistened 
finger. 

4. To take the picture, keep the camera very still. The exposure 
time used with the pinhole camera is longer than with the 
regular camera. To do this, place a small rock on top of the 
camera to keep it still. Uncover the pinhole by lifting or 
sliding the covering. Leave the pinhole uncovered for the 
recommended amount of time. Some experimentation with 
exposure time may be necessary. 

a. Tri-X Pan film is exposed in 1 to 2 seconds in bright sun, 
4 to 8 seconds in cloudy-bright light. 

b. Verichrome film is exposed in 2 to 4 seconds in bright sun, 
8 to 16 seconds in cloudy-bright light. 

c. Exposure for ordinary photographic enlarging paper is 
around 60 seconds. In the round camera, the resulting 
image is a highly distorted one, similar to that from a 
wide-angle or fisheye lens. 

These are only approximate recommendations. Experiment 

with the recommended exposure time, or twice the recom- 

mended time, and another exposure at a shorter time. For this 
reason, the cartridge-type camera, which advances film in the 
daylight (without a darkroom) has an advantage. 

5. Develop the film or enlarging paper in plastic or glass trays. 
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Use the Kodak Tri-Chem Pack, which includes instructions 
for developing Verichrome Pan film as well as photographic 
paper. If there is no darkroom for developing film, use a 
changing bag (a black lightsafe bag that looks like a child's 
jacket—the arms are inserted into the armholes). All film 
changing is done inside this light, leakproof bag (changing 
the film into the film tank). With the film inside the film 
tank, procede with the developing chemicals. All this can be 
done in the daylight. Make a contact print with the negative, 
using the emulsion (picture) side of the negative face to face 
with the emulsion (shiny) side of the printing paper. Place 
these together under a sheet of glass and expose them to a 
light, such as a 15-watt bulb placed 10 feet away for about 
5 seconds. Then develop the paper. Another way to make a 
contact print is to use the negative on studio proof F paper 
(see Figure 14-10). 


Making and Developing a Print 


Supplies Needed 
photographic paper—Polycontrast Rapid (RC) paper dries fast 
chemicals: Mix all according to package instructions 
dektol developer 
stop 
fix 
3 trays—glass, plastic, or enamel, about 3 inches deep and 
somewhat larger than photographic paper 
safe light 
a darkened room with running water 
enlarger 
negatives 
photographic blotters or paper toweling or hair dryer 
2 tongs 


Procedure 

1. Prepare the darkroom and the working chemical solutions. 
Place the chemicals in the trays. 

2. Place the negative—with the emulsion side facing down 
toward the easel—in the carrier of the enlarger and then 
into the enlarger. 

3. Turn on the enlarger light.* Adjust the focus and the image 
size. Turn off the enlarger light. 

4. Take the printing paper from the package (only while the 
safe light is on) and place it on the easel. 

Inexpensive enlargers are available from photographic supply houses. The 


Testrite enlarger is under $15. The address of the manufacturer is Testrite 
Instrument Co. Inc., 135 Monroe Street., Newark, New Jersey, 07105. 


To 


IE 


12 


Jier 


14. 





Make the exposure. (Exposure time will vary, depending on 
the negative and the distance between the negative and the 
paper.) Place the print in the developing solution, print side 
up. 

Develop the print for approximately 1 minute in the devel- 
oping solution, or until the image is clear. 

Remove the print with tongs shaking off the excess. 
Place the print in stop bath for a few seconds. Shake excess 
off. 

Place the print into the fix bath between 5 to 15 minutes 
(depending on paper used). After 1 minute in the fix bath, 
a light may be turned on. Fix RC paper for 2 minutes. 
Wash the print in running water (a bucket, sink, or bathtub 
works fine) between 15 to 45 minutes (depending on paper 
used). Wash RC paper for 4 minutes. 

Dry the print by placing it in a commerical dryer; or, place 
the prints flat between sheets of paper toweling; or by 
placing it between blotters under a heavy object (such as a 
book). (Lay prints flat, in single layers.) Or hang the prints 
on a clothesline with clothespins until they are dry; or tack 
them up on a bulletin board until they are dry. 

Any curling of the paper can be ironed later between pieces 
of paper toweling with a medium-hot iron. 

If you want to color the prints, use felt-tips pens, pen and 
ink, brush and ink, or vegetable coloring applied with 
brushes or cotton swabs. (Try diluting vegetable coloring 
for tones.) Colored cellophane can also be glued on the 
print. 

Mount the prints on cardboard or illustration board using 
rubber cement, spray glue, or dry mounting tissue. 


14-6 These students are using 
developer, stop bath, and fix to de- 
velop prints under a safelight. The 
prints are then placed in a plastic 
bucket and rinsed gently with run- 
ning water. 
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14-7 A photogram using strips 
of white paper. Grays are obtained 
by moving the paper during expo- 
sure, which varies the amount of 
light on the surface. 





Photographic Prints without a 
Camera 


Producing photograms, or photographic images, without the 
use of a camera, is an intriguing process. From the initial photo- 
gram, the exciting design qualities possible from reverse images, 
either dark on light or light on dark, are compelling. The many 
textures and compositions created by the placement of objects 
is an excellent way to study design and composition. There is 
no limit to the possibilities of fresh and imaginative images. 


THE PHOTOGRAM 


Today, both the child and adult artist find this imaginative 


“captured light” photographic art form exciting, with often 
unpredictable and unique results. 
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The artist Christian Schad is said to have first experimented 
and introduced Schadographs, which were paper, string, and 
other two-dimensional forms exposed on photographic papers. 
Photograms, named by the famous Bauhaus teacher Laszlo 
Moholy-Nagy, in 1922, meant any type of photography pro- 
duced without a camera. He was influenced by the artist Man 
Ray, who was also producing what he called Rayographs, in 
which three-dimensional objects are exposed on photographic 
paper. 


Supplies Needed 

three 10- X 12-inch trays (glass, enamel, or plastic) to hold 
developer, stop bath, and fixer, all mixed according to stand- 
ard package directions 

2 plastic tongs 

sink with running water (in room with low light) 

paper cutout designs 

opaque and translucent objects (for designs with interesting 
contours: ferns, lace, jewelry, leaves, springs, buttons, hands, 
metal screws, bolts, nuts, glass objects, water, and plastic) 

room-light handling papers or any printing paper 

white light (100-watt lamp or 375-watt photoflood, with stand) 

3 plastic bottles (to store solutions) 

clock, watch, or timer 

large glass or clear plastic sheet (tape edges of glass) 


Procedure 

1. Ask the students to collect forms with unique interesting 
cutout shapes and silhouettes. Follow such themes as Na- 
ture Finds, Machinery Assemblage, and Architectural 
Structures, as well as just Found Objects. Experiment with 
forms from nature such as grasses, insects, and ferns as well 
as man-made objects such as cloth, lace, and jewelry. 

2. Arrange the shapes in a design on ordinary paper. 

3. Use any photographic paper or a paper that is less light 
sensitive than the paper used in the darkroom, commonly 
called room-light handling paper (available at graphic sup- 
ply houses). Store all sheets in their closed package until 
they are needed. 

4. When the design is final, arrange the assortment of objects 
on the photographic paper. (Three-dimensional forms can 
be held down with glass or plastic sheets. These forms also 
cast interesting shadows.) 

5. Turn off all classroom lights and work in the darkest part 
of the room. This will allow about 3 to 5 minutes for the 
student to compose a design on the photographic paper. 
(The paper will fog if too much light exists.) 

6. Turn on the 100-watt lamp, which has been placed 2 feet 
from the paper. (Exposure time depends on the type of 


Photographic Media in the 
Classroom 


465 


466 paper used, the light source used, and the distance of the 
paper from the light. A 375-watt photoflood can be used 4 
feet from the paper. The same process can also be done in 
the darkroom.) For variation, shorten each exposure time, 
rearrange the objects, and increase the number of short 
exposures for a variety of gray tones and shadow effects. 

7. Carefully place the exposed paper in the developing solu- 
tion, print side up, until the image emerges clearly—about 
14% minutes—or until strong blacks, grays, and white ap- 
pear. 

8. Rinse the, paper in clear water. 

9. Place the paper in fix for about 5 minutes. The paper can 
then be exposed to light. 

10. Rinse the print in clear running water for 20 minutes. Dry 
the prints in between photo blotters or between sheets of 
paper toweling or dry with a hairdryer. 

11. A variation is possible using a penlight as a light source. In 
the darkened room, hold the penlight close to the paper and 
draw the light designs on the paper. Process the paper as 
described. (Expose the light for 3-5 seconds.) 


Crafts for the Classroom 


14-8 These students are investi- 
gating a 1909 Eastman Kodak 
“Autograph” camera. Although 

the outside leather is worn, the in- 
terior workings are perfect and still 
take excellent photographs. Note the 
attached cable release cord. The stu- 
dent at left draws on clear acetate 
paper and then exposes the acetate 
on studio proof F paper for a sun 
print (foreground). 
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SUNSERINTS 


Creating sun prints offers an experience of the same type as 
making the photogram, but does not require the use of a dark- 
room. It is an excellent way to introduce students to the printing 
process and the basic positive-negative concept. The images 
produced are like a negative, in that the forms remain a light 
silhouette against a darkened background. The opaque objects 
used do not permit the light to pass through to the paper; only 
the areas surrounding the objects are exposed to the sunlight to 
make a negative image. 

Another advantage in making sun prints is that there is no 
need for a developing solution as the sensitivity of the paper 
includes the developer. The sun print can also be handled easily 
in room light and offers spontaneous discovery. Everyone will 
want to make at least two sun prints. The excitement and fun 
generated through this experience are a natural introduction to 
greater photographic involvement. 


Supplies Needed 

Kodak’s studio proof F paper (a 100-sheet box of 5- X 7-inch 
paper); other printing out papers are produced by different 
manufacturers 

sunlight (or other ultraviolet illumination, such as a sun lamp, 
black light, photoflood lamp, fluorescent lighting) 

Fixer, tray, and tongs (mix the fix according to directions— 
about 1⁄2-gallon for a class) 

bucket and water hose 

wash bath 

SCISSOTS 

found objects: weeds, yarn, string, plastic toys, rubber bands, 
and crumpled, clear plastic wrap 

cutout paper designs 

acetate paper 

India ink and pens or tempra paint 


Procedure 

1. Ask students to go on a nature walk and to bring in objects 
with unusual silhouettes. 

2. Practice placing objects in an interesting design on regular 
paper first. The studio paper can be used but will develop 
slightly in the classroom light. Then place the found objects 
or paper designs on studio paper. 

3. Carry the paper outside carefully and expose it to sunlight. 
The image will darken in relation to the amount of time the 
paper is exposed to the sunlight. This part of the process is 
fun as the paper develops as if by magic and turns a purplish 
color. Let the paper develop into a dark color. 

4. Bring the exposed paper back inside quickly. 





14-9 This student arranges 


three-dimensional forms on studio 
proof E paper and expectantly waits 
as the sun exposes the paper. 
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5. Place the exposed paper in a fix bath tray for about 5 minutes 
to make the print permanent. This is fun as the paper’s color 
next turns to a handsome sienna brown. 

6. After fixing, take the print and place it in a wash in running 
water for about 10 minutes. (Use a bucket and a hose out- 
side.) : 

7. Remove and place the print on paper toweling, image facing 
up and let it dry (in 30 minutes). 

8. The results will come quickly and will be fascinating. Mov- 
ing the objects during their exposure to the sunlight will 
create overlapping images. Cut shapes from opaque papers 
for silhouettes. Drawing designs in India ink on clear acetate 
sheets and then placing the sheets over the paper to expose 
them to the sun adds further interest: draw names, written 
messages, intricate lines, and free-form designs on the ace- 
tate sheets. (See Figure 14-8). 


NEGATIVES, PICTURE LIFTS, AND SUN 
PRINTS 


The printing procedure here is practically the same as for the 
sun print, the difference being that instead of placing objects on 
the studio proof paper, you use a negative. We will go one step 
further and make our own picture lift negative as well. Because 
the studio proof paper is only sensitive to ultraviolet light or 
sunlight, you can work with it in artificial light without the 
paper developing. Once the paper is exposed to the sunlight, it 
develops by itself. From then on, both sun print processes are 
the same. 

A large negative can be made for use with proof paper, or a 
small one can be made to be used in a slide mount as a slide. 
The initial image pulled from the magazine is a positive image. 
The resulting images on the paper prints that are produced are 
a negative-type print. 


Supplies Needed _ 

any magazine image printed on a clay-coated paper (The clay 
coating prevents the printing ink from being absorbed by the 
paper. The picture transfer can be made because the ink is 
actually sticking to the clay surface and not to the paper 
underneath. Most magazines are printed on clay-coated pa- 
pers, but to make sure, try rubbing a corner of the magazine 
paper with a moistened finger. If a white residue is left on 
your finger and the spot loses its glossy surface, then it is 
clay-coated and suitable.) 

one foot of vinyl paper (Con-Tact, Magic-Cover or Color-Lift 
papers) 

Studio proof F paper (available at photographic stores) 

two trays for fixer and water 





water hose and a bucket 
paper toweling 

clear glass or acetate paper 
a spoon or tongue depressor 


Procedure 

1. Select any magazine image such as of flowers, trees, print- 
ing, architecture, or people, that is printed on a clay-based 
paper. The clay-coated paper will release the inks and they 
will transfer to the sticky side of the vinyl paper. 

2. Cut the image and vinyl paper to the same desired size. 

3. Remove the protective paper covering from the sticky side 
of the vinyl paper. Gently press the vinyl paper (sticky side 
down) onto the magazine image in one smooth motion. 

4. With the bowl of a spoon, pencil, edge of a ruler, or a wood 


14-10 Examples of sun prints 
from the top: a paper cutout of a 
name plus plants; a sun print; 
drawing made on acetate from 
which the sun print was taken; 
and sun prints using objects, water, 
and ferns. The sun prints, upper 
right, are from ordinary negatives. 
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14-11 The photograph on the left 
is a lift taken from a colored maga- 
zine image and rubbed onto Con- 
Tact paper. This image was placed 
on studio proof paper and exposed 
in the sun, producing the reverse 
image in the center. Then the stu- Si 
dio proof center image was placed 
on a second sheet of proof paper 
and exposed in the sunlight to pro- 
duce the third and positive image. 


10. 
11. 


12. 
470 





tongue depressor, carefully burnish over the smooth plastic 
side of the vinyl paper from the center outward. Be sure 
that no air is trapped between the two surfaces. You need 
good cohesion between the image and the sticky plastic. 
Now, place the paper into a tray of soapy water for a few 
minutes. After the paper softens, carefully peel it away 
from the plastic. (The clay base holding the image will not 
soften and you can peel off the paper.) The inks and, thus, 
the image will have adhered to the vinyl paper. 

After the paper is pulled off, there will be some clay residue 
left, so gently brush off any of that milky substance with 
your finger tips or a tissue. 

Remove the vinyl from the water tray and gently blot off 
any excess water with paper toweling. Let it dry com- 
pletely, for about 5 minutes. 

To use the vinyl image as a slide, cut another piece of 
acetate paper the same size as the vinyl paper to cover and 
protect the back. Place both into a slide mount or mask tape 
around the edges. 

Or, use the vinyl image (any size) as a negative and place 
it on a sheet of studio proof F paper. Expose it to the 
sunlight or sun lamp. 

Watch the paper develop; it will become a dark purple 
color. 

At this point, remove the papers from the sunlight; remove 
the vinyl paper from the photographic paper. 

Place the exposed photographic paper into a tray of photo- 
graphic fixing solution (follow the mixing directions on the 


package) for about 5 minutes. The print will then lighten 
into a handsome sepia tone. 

13. Remove the print from the fixer and place it in a tray of cold 
running water. On sunny days, do this outside with a hose. 
Leave the print in the wash for about 10 minutes. 

14. Remove the print from the wash, and blot off any excess 
water with paper toweling. Place the print image-side-up 
on top of the toweling to dry. Or tack the print on a bulletin 
board. The print should dry in about 30 minutes. If any 
curling occurs on the paper’s edges, place the print under 
a book overnight. Or dry with a hair dryer. 

15. Mount the print and display the photograph. Your students 
will be highly pleased and proud of their photography 
without a camera. 


COPYING MACHINES 


If there is a copying machine in your school, try placing 
three-dimensional objects directly on the screen and make a 
copy. Also try placing your hand and even your face against the 
copier. Be Sure to keep your eyes closed and cover the rest of 
the screen. 


THE BLUEPRINT, DIAZO, OR OZALID PRINT 


Inexpensive reproducing papers are available from drafting 
supply houses. The papers have color emulsions of blue, red, 
brown, pink, green, or black, with blue and black being the 
most common. Diazo was developed in Germany and was in- 
troduced in the United States at about the time of World War 
II. Diazo is the name of the paper, Ozalid is the name of the 
machine used with it. The paper is available in large sizes and 
in 50-yard rolls. 


Procedure (See Figure 14-12.) 

1. Store the paper in the package until you are ready to use it. 

2. Place the objects to be printed (or draw designs on transpar- 
ent acetate paper) on the paper. 

3. Expose the paper outside to the sunlight for about 1 minute. 
The color of the paper will begin to change. 

4. Remove the objects and place the exposed paper on a wire 
screen over a plastic tray that contains 1 cup of household 
ammonia. (Be careful not to let the ammonia touch the pa- 
per. The fumes from the ammonia will rise and react chemi- 
cally with the emulsion in the paper, causing the lines to 
appear in color against a white background.) If the paper is 
cut in small sizes, place the pieces in a glass or jar that has 
a little ammonia on bottom. Crinkle up some aluminum foil 


14-12 Exposing objects on blue- 
print paper under a sun lamp. 





14-13 A blueprint example using 
silhouette forms from nature. 
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and place it over the ammonia so that the paper does not 
come in direct contact with the ammonia. Cover this with a 
jar lid. (Use with blueprint or diazo paper.) 

5. Or cover the tray with a glass plate to hold in the fumes. 
Developing only takes a few minutes. 

6. The print is a positive print. (Engineers and draftsmen use 
this paper to make reproductions from original drawings or 
any type of transparent paper. You can make any number of 
prints in the same way.) 

7. Always foliow safety precautions when using ammonia. 


Note: Blueprint paper can also be exposed in the sunlight for 
about 1 minute. The paper coating is light-sensitive; where the 
light hits it, it hardens. The hardened areas will not wash off. 
After exposing the paper, rinse it in clear water first and then 
in a preparation that is half diluted bleach and half water. Rinse 
it again in clear water and dry it. The bleach causes the hard- 
ened areas to turn strong colors. The resulting image is a nega- 
tive one, with light shapes (washed away) against colored 
backgrounds. Any object can be used during exposure. One 
teacher has students lie on the paper during exposure to print 
their silhouettes. Any objects mentioned in the other proce- 
dures described can be used as well. The paper is available in 
sheets or rolls and various colors including fluorescent shades. 


“PAINTING” ON PHOTOGRAPHIC PAPER 


Painting on light-sensitive paper is similar to a photogram, 
but instead of using objects to create forms, you create the 
forms with a brush and a clear liquid. The process is simple, yet 
full of mystery and surprise because the final image is not seen 


14-14 Using developer in room 
light, draw on photographic paper 
with brushes, swabs, or toothpicks. 
When image is developed to the 
point desired, place paper in fix for 
five minutes and then wash. 





until the developer reacts on the paper. And the developer can 
be applied in room light. 


Supplies Needed 

any printing paper cut to 8 X 10 inches (either glossy or matte) 

clothesline and clothespins 

small amount of developer (such as Kodak’s Dektol, mixed 
according to directions) 

fixer (hypo) 

2 trays 

blotters or paper towels 

brushes, Q-tips, small sticks, or pens 

muffin tins 

objects for stamp printing 


Procedure 

1. Work in a dark part of the room. 

2. Have a sink available in the work area. 

3. Prepare the fixer in a tray large enough to hold your print- 
ing paper. 

4. Prepare your drawing tools and a second tray for rinsing the 
paper. 

5. String some clothesline across your work area on which to 
dry your prints. (Hold them with clothespins.) 

6. Cut the printing paper into the desired size. 

7. On a flat surface, paint developer on the photographic pa- 
per where the design is desired. Also use string, blocks, or 
stamps dipped in developer for designs. The developer is 
transparent on the photographic paper. As it reacts to the 
silver particles in the paper, the tones of the forms will 
change to black or gray. If the developer is used full 473 
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strength after mixing, the line created will be black. If it is 
used one-half strength, the tone created will be gray (try 
mixing variously diluted strengths of developer in a muffin 
tin). 

When the painting is complete, place the paper in the fixer 
tray for 10 minutes. . 


. Rinse the paper in a tray with cool running water for 20 


minutes. 
Hang it to dry, or blot it dry between sheets of paper 
toweling or blotters and then flatten it under a heavy book. 


Alternate Procedure 


P 


Dip objects into the developer and manipulate them around 
on the paper. 

Then, with a tray of stop bath, place the paper into the stop 
bath for a few seconds (this stops the developing action). 
For further designing and experimenting, again use the de- 
veloper on the paper and repeat the stop-bath procedure. 
Repeat this process until the composition is pleasing to you. 
Place the paper into the final stop bath for 1% minutes. 
Then place the paper into the fixer for 10 minutes and into 
the wash for 30 minutes. 

Complete the drying process as described. 


Reverse Procedure 


l. 


Use the fixing solution as the painting medium on the photo- 
graphic paper. This produces a reverse image: the fixer areas 
will stay white while the remaining areas will darken when 
the paper is placed in the developer. 

Place the paper in developer until the background paper 
develops to the desired tone of gray to black. 

Next, leave the paper in the fixing solution for about 10 
minutes. 

Rinse the paper in cool water for 20 minutes. 

Remove the paper and dry it as described. 


“PAINTING” ON A NEGATIVE 


This technique works with an enlarger. Use a fresh roll of film 


from which the emulsion has been removed with bleach, use 4- 


x 


4-inch clear film, or cut up sheets of acetate paper to the 


desired size. Apply found object materials to the film or acetate 
or draw on them with felt-tip pens, ink and pens, or brush and 
ink. 


Supplies Needed 
enlarger 
scraps of exposed negatives 


14-15 Draw on acetate or film 
with rubber cement, paint, and 
pasted stars and then expose them 
on photographic paper. This exam- 
ple was done with an enlarger, but 
you can expose directly on paper as 
with a photogram. 





found objects: thin slices of fruit, insects, lace, ferns, feathers, 
and onion skins 


rubber cement for texture 
clear acetate or glass sheets 
spray-on varnish 

household bleach 

paint 

screening 

cut paper shapes 

thin plastic wrap (crumpled) 
inks, paints, or oils and brushes 
felt-tip pens 

stencil 

turpentine 

photographic paper 
100-watt bulb 


Procedure 
1. If there is an enlarger handy, experiment with placing paints 
and objects on film. Cover the fiim with black ink and 
scratch a design through to the film—this will permit the 
light to pass through. Or try spatter painting on the film 
surface with a stencil. Or sandwich inks, paints, turpentine, 
or oils between two pieces of glass or acetate sheets. 
2. Place the finished experimental film or acetate sheet in the 
negative carrier space of the enlarger. Expose the image onto 
the photographic paper. Continue the printing procedure as 
described. Dry the film and mount it. (See “Mounting Photographic Media in the 
Photographs” on page 476.) E 
3. If there is no enlarger available, experiment with the preced- 475 


476 ing materials, and then place the film on paper; the size of 
the glass or acetate is only limited by the size of the photo- 
graphic paper to be used. Place the film directly on top of the 
paper and expose it with a 100-watt bulb experiment for 
exposure time). Then develop it (like a photogram). 


Crafts for the Classroom 


Alternate Procedure 

1. Experiment with the film on larger acetate sheets. Acetate 
sheets or rolls can be purchased in art supply and paper 
supply houses. 

2. Project the images that have been formed on the film onto 
a wall or screen with an overhead projector. These large 
images are fantastic. 

3. Combine these processes with other overhead projector 
techniques: use colored cellophane, shallow bowls of liquid 
oils on the projector, strobe lights, and superimpose images 
over other slides or film to create theatrical environments. 

4. Use these experimental procedures to motivate students to | 
draw and paint. 


14-16 Sandwich a variety of Mounting P hotogr aphs 


transparent materials between ace- 

tate papers held together with paper 

slide mounts or plastic tape. Then 

project for super dynamic designs 

and as painting motivations. mounted. 

2. Place the tissue between the photograph (which is faceup) 
and a cardboard backing. 

3. Cover the face of the photograph with a second piece of 
cardboard. 

4. Press the cardboard with a medium-hot iron. 

5. Check to see that the mounting tissue is sticking. 

6. Or use rubber cement to hold the tissue evenly (rub from the 
center out). 

7. Cropping may be desirable if just a certain part of the print 
is successful. ` 

8. If a print curls during drying, slide it over the edge of the 
table to flatten it. 


Procedure 
Cut mounting tissue the same fize as the photograph to be 


Slide Art 


Slide art, or creating slides without a camera, is fascinating to 
all students. Projecting these slide creations on a screen works 
well for large or small groups. Constructing slides from trans- 
parent and opaque “found” materials, turning them into in- 





tense, brilliant slides, and projecting them into a superscale 
color environment can be an exciting art motivation. The 
viewer interprets these abstract concepts and responds by con- 
tributing all sorts of imaginative possibilities into the design 
meaning and mood. Class discussions of color, mood quality, 
texture, shape, and composition will be dynamic as a result. 
Light, and the components of light, such as refraction and re- 
flection, are factors involved in color perception. Moods are 
forceful and invite such questions as “How does color influence 
our feelings?” and “Does this remind you of a story? Of a 
stained glass window?” “Do you see abstract forms in the 
slides?” “How do we use these colors in our lives?” How does 
nature use color?” “How does color change in nature? In sea- 
sons? In time of day?” “Do you know any artists who paint 
from slides?” 

When relating art topics to each other—for example, the 
painting experience—view the slides and share impressions and 
feelings. Then discuss color, forms, textures, pattern, composi- 
tions, space, and light. Next, use the slides to stimulate ideas for 
watercolor painting. The loose, flowing slide images are easily 
transposed into watercolor paintings. This project further ex- 
pands the students insights into design and composition. 

Slide presentations can be combined successfully with the 
related performing arts. For instance, slides are enhanced by 
showing them against a background of music—classical, rock, 
country, or western. After viewing the slides, students can write 
improvised stories about what they saw and how the slides 
made them feel. Movement, dance, masks, and costumes offer 
even more opportunities to relate the arts to each other. Im- 
provisational movements are especially effective when per- 
formed in front of these giant images. Iry combining media 
such as using two overlapping slides, or using a slide projector 
next to an overhead projector. Combine strobe lights and mir- 
rored balls. The possibilities are endless. 


Supplies Needed 
slide projector 
acetate paper or clear food wrap 
narrow masking tape 
colored cellophane 
colored gelatin sheets, cut into strips or shapes (or softened in 
water for several minutes and fastened to a clear-film back- 
ing) 
felt-tip pens permanent 
Pelican acetate inks and pens or brushes 
acrylic paints thinned with water 
threads, lace, hairs, onion skins and feathers 
clear Con-Tact paper (see “Negatives, Picture Lifts, and Sun Photographic Media in the 
Prints”, page 468) ee 
Scissors Ay 


14-17 Produce your own slides. 


Ektagraphics are specially coated ERIAGRARHIC 
























7 | ioden aes a rH 
slides that can be drawn on with z B - a Ae PT Sat, 
ordinary felt-tip pens. The center a h a J ‘3 4 : ‘ > r Libs H; 
eye and the slide to its right are 7 JI f ENE Mea Nate 
made with a colored photograph 5 Ak j: 
lifted with Con-Tact paper. The \ 13! | 





ila On SSL te: 


MOLOSSPSIELLIE OO LPOLT CESS SS hifi COVA Abr 


two slides at bottom left are glass | B. pa 
slides painted with C ryst-L-C raze 4 iq 1 s "S ee ; : a ess a A 
paints in various colors. The slide i v4 > 47 

at bottom right is a slide mount 
with two pieces of acetate, and 
sandwiched between the acetate are 
tissue papers, vegetable coloring, 
and felt-tip pen designs. 


y 





WRAY GX Ra gee 


SAAR WHOA ANANASA Dame 


(Dig 


14-18 Drawing his own face on tape, clear, colored, patterned 





a T-shirt, this student uses perma- floor dust 
nent pens and his facial proportions salt 
from a slide. Use this method also tissue papers (colors) 
with slides of designs and lettering, 

ae Vaseline 
projecting the letters to make ban- b i 
ners, posters, and bulletin boards. rub-on letters and symbols 

—— p nylons 

Pe = slide mounts, or coin mounts (cardboard, glass, or plastic) 


single hole paper punch 

vegetable coloring 

rubber cement or white glue 

old negatives, (burn with a match or scratch with a scissors if 
desired) 

bleach, cotton swabs 

~ © f Cryst-L-Craze paint, glass stain 

Mia T. gf thin transparent and translucent objects (opaque objects do not 

E" project the light) 


Procedure (See Figure 14-17.) 

1. Decide on the type of slide mounts you will use: masking 
tape wrapped around two pieces of clear acetate; commercial 
glass, cardboard, or plastic mounts available in photography 
shops used with acetate or clear food wrap; or commercial 
coin holders fitted with cellophane or acetate paper (which 
lay flat on the surface like an open book). 

2. Select two pieces of acetate; they can both be clear, or one 
can be colored. 

3. Tape the pieces of acetate together on one edge to form a 
hinge effect (to have them open like a book). Use narrow 
tape to allow more of the slide to be viewed. 
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4. Paint or draw on the surface of the acetate. (Experiment by 
combining materials: draw with felt-tip pens and paint, or 
draw with Pelican inks, glass stain or drop on vegetable 
coloring.) 

5. Paint and draw on both inside sides of the acetate. This 
technique will produce overlays of color when the sides are 
projected together. 

6. Or use colored pens on old negatives. (Bleach will remove 
any of the film not wanted on the negative.) 

7. Or use collage techniques on the slides: use tissue papers, 
threads, feathers, colored acetates, hairs, lace, rub-on letters 
and symbols, adhesive-backed transparent colored tapes, 
screen, netting, found objects, floor dust, or fine grass. Add 
colored gelatins, Vaseline (which melts and moves when 
near the lamp heat), salt granules, and vegetable coloring. 

8. Rearrange forms, shapes, and textures until they please you. 
Overlap tissues and acetate papers to get unusual colors. 
Whenever needed, use very little glue to glue the materials 
down. 

9. Fold over, sandwhich in, and tape together the remaining 
three edges of the acetate (with narrow strips of masking 
tape). 

10. Your slide is now finished and ready to be projected. 


Note: When making a vinyl paper slide (see “Negatives, Pic- 
ture Lifts, and Sun Prints”, page 468), place the vinyl paper slide 
on an acetate sheet and mount them in a slide mount. 


Magic with Overhead Light 
Projectors 


Exciting spatial and visual experiences can be created with an 
overhead projector. Improvisation, invention, and practice will 
improve the quality and expressiveness of your presentation. 
All procedures are accomplished with the acetates, drawings, 
plates, oils, and paints placed on the flat surface of the lighted 
overhead projector. Try these alone or in combination for some 
startling visual effects. 

Combine these visual effects with humorous comic book sto- 
ries, a favorite poem, a story, a fantasy dream. These experi- 
ences will motivate students to create written or oral stories and 
paintings. 

Also, combine these effects with slides, films and body move- 
ments (dance). Music, whether improvised or planned, always 
adds to the enjoyment of magic light. 

Project images on a wall; a screen; or, for variation, on large, 
air-filled plastic balloons. Another variation is to present the 
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14-19 During a workshop, 
teachers experiment with assembling 
visuals to present their own light 
show. On the overhead projector 
rests a dish containing water, oils, 
tissue paper, and vegetable coloring. 
Under the dish is a felt-tip pen 
drawing on clear acetate. This im- 
age is superimposed on a slide im- 


_ age. 





image on a large hanging sheet of translucent plastic that is 
hung like a banner. If your project the light from the back of 
the plastic, the image can be seen on the front. Try inventing 
large and various forms with the plastic by filling it with air and 
sealing the shapes with a heated iron. Suspend these plastic 
shapes on threads from above, and the forms will move in the 
air while images are projected on them (use plastic garbage bags 
to form pillows.) Create a visual world of your own. 


Supplies Needed 

projector 

2 glass pie plates 

mineral oil 

food coloring or colored inks 
pens and brushes 

colored tissue papers and cellophane 
overhead projector acetates 
glue 

straws 

liquid soap 

plastic wrap 

fizzies 

rubber cement 

floating objects 


Procedure 


1. Place some colored oil or a cup of colored water in the 
bottom of a glass pie plate. 


2. Drop colored inks into the water (if water is used). 


3. Place the second pie plate over the first. 
4. Move and turn the plates to see the colors mix. 
5. If dark oil is placed in the pie plate, scratch through the oil 
with nails or straws to create designs. 
6. Use two projectors and overlap the colors. 
7. Or place colored tissues on the bottom of a pie plate and 
then add water. 
8. Or add fizzies, liquid soap, or floating objects to the water 
in the plate for unusual visual effects. 
9. Create transparent flat pictures by cutting shapes out of 
colored cellophane. Glue these on to clear acetate sheets. 
10. Draw abstract forms on the acetate sheets with pens and 
inks or permanent felt-tip pens. Draw comic strip charac- 
ters, costumed figures, space creatures, or favorite stories, 
for example. 
11. Glue a transparent straw to the acetate drawing and hold 
the straw to make the drawing move. 


Moving Pictures 


If you were to draw a red dot in the corner of every right- 
hand page in this book each placed slightly differently from the 
others, and then flip the corners, you would see the dots dance. 
That is the principle of moving pictures: the pictures are se- 
quential with just a slight variation in each. 


THE CYLINDER PRINCIPLE—THE ZOETROPE 


The very first moving pictures, which were made in about 
1880, were based on the cylinder principle. These were called 
Zoetropes. You can make a cylinder in the classroom as an 
exciting introduction to the theory of the moving picture. 


Supplies Needed 

felt-tip pens 

paper strips 

serrated kitchen knife or scissors 

ice cream canisters or a cylinder of stiff cardboard 
an old record turntable or lazy Susan 


Procedure 

1. Starting 3 inches up from the bottom, cut slots about 44-inch 
wide in a cardboard cylinder (ice cream canister), every 2 
inches. 

2. Paint the inside walls of the canister black. Use a strong 
overhead light above the canister. 
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14-20 A cardboard canister with 
slits: the Zoetrope principle. This 
concept was first invented by Wil- 
liam Horner in England in 1834 
and again by Pierre Desvignes in 
France in 1860. Zoetrope means 


“wheel of life. ~ 


14-21 Drawing on 16mm film 
with permanent felt-tip pens is one 
introductory experience to explain 
animation. There are two basic ap- 
proaches. In the first approach, each 
frame has a drawing on it with the 
action changing slightly in each 
frame. In the second, lines, dots, 
and designs are drawn along the 
film as shown in the photograph. 
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3. Cut paper strips (about 3 inches wide) to fit inside the bot- 
tom of the cylinder. Draw sequential actions, like cartoon 
strips, on the paper-strip bottom using felt-tip pens. 

4. Keep the action simple: dots, dancing sticks, flowers opening 
and closing, figures dancing, or a chase. 

5. Place the “movie strips” inside the cylinder, place the cylin- 
der on the turntable, and spin it to make the action take 
place. 


DRAWING ON FILM OR FILMSTRIPS 


The same principle is applied to 16 mm film by drawing 
simple sequential designs in each frame: changing dots, zigzags, 





straight lines, curving lines, or little figures; or, with felt-tip 
pens, draw linear designs that move from frame to frame. Nor- 
man McLaren is credited with having originated this form of 
animation in 1948 in a film called Fiddle Dee De.’ 

Tape some favorite piano-roll music and play it with your 
drawn film. View the films after they have been completed and 
discuss the designs, movement, and patterns created. These first 
ideas will lead you to explore more film-making adventures. 


Supplies Needed 

old 16 mm film (from the school movie lab)® 
household bleach 

felt-tip pens or pen and inks 

Cryst-L-craze glass stain, brush 

16 mm film projector 

splicing machine 


Procedure 

1. Immerse the 16 mm film or filmstrip into a container of 
regular household bleach. Let it soak for a few minutes until 
most of the emulsion is off the film. 

2. Rinse the film with cool water and let it dry. 

3. Another approach is to use cotton swabs that have been 
dipped in bleach on selected areas so that some of the origi- 
nal picture and sound remain. 

4. Lay the film out on a large table or across several desks in 
one long strip. If a splicing machine is available, each student 
can work on a long piece of film—about 3 feet long—and 
then later the 16 mm strips can be spliced together. 

5. Draw on the film or fialmstrip with permanent felt-tip pens, 
dyes, or inks and pens; or, cover the film with a coat of black 
ink and lightly scratch through a design with a sharp nail or 
scissors. (Or, scratch through film leader.) 

6. For unusual effects in texture, glue floor dust on the design. 
Or, paint on Cryst-L-craze glass stain as a finish for a snow- 
flakelike visual effect (available in colors at hobby shops). 


Film Animation 


Some schools are fortunate enough to have movie cameras 
available to them. If you are in the film planning stage and 


°’ Produced by National Broadcasting Company, distributed by International 
Film Bureau, 332 South Michigan Avenue, Chicago, Illinois 60604. 

é 16 mm film has twenty-four frames per second; therefore three feet of 
film will view for 5 seconds. As an example, a dot placed in the middle of 
twenty-four consecutive frames will look like an unmoving dot on the screen 
for 1 second. Another example, if a line moves from one side across to the other 
side in twenty-four frames, it will look like a line moving across for 1 second. 
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preparing to acquire a super 8mm camera, consider these op- 
tions: an automatic built-in light-meter exposure; focusing 
through the lens; battery-powered film drive with various 
speeds (12, 18, and 24 frames per second for fast and slow 
motion); a footage counter; and a zoom lens. If you plan to make 
your own animated films, you must have a camera with a sin- 
gle-frame exposure release and buy a cable release cord to work 
with it. Along with the camera, you will need a fairly heavy 
tripod with adequate extensions and adjustments in order to 
change the camera head viewpoint. 

Practice is necessary in handling the camera and learning to 
use the controls. Practice using the single-frame cable cord re- 
lease, focusing, zooming, lighting, and loading the film. Practice 
looking through the viewfinder and experiment changing the 
camera’s point of view from close-ups to medium shots and to 
long shots. Learn how to use an editing machine (to eliminate 
unwanted sections) and how to splice film. View several ani- 
mated films and describe and analyze the film-making processes 
and possibilities. 


PLANNING THE FILM 


Planning animated films is a sequential group learning ex- 
perience. You and your students may want to plan film seg- 
ments in one of two ways: 


1. Each student plans an individual story line and shoots it. 
2. Or all students work together to produce a film of greater 
length. 


List the major segments in the story line. Then add to, or take 
away, from them to develop the ideas into a story. If a tape 
recorder is available, improvise dialogue until the form of the 
film is revised and pulled together. Keep the planning open so 
that revision is still possible. Count the number of scenes 
needed. From the tape, write down the determined number of 
segments, and the characters that will be used. Place each of 
these segments and scenes on 5- X -7 index cards. Number these 
cards in sequence: beginning, middle, and end. Jot down notes 
to illustrate each segment: 


What animation techniques will be used: crayon, paint, colored 
papers, pens, clay, wire? 

What is the scene or characters? 

What is happening in the scene? 

What will the characters be doing? 

What view and how much of the subject will be shown? (close- 
up, middle, or long shot) 

What alterations to the background will be needed for each 
scene? 

How will the shots change? How will the characters change? 

Do the segments build to the completion of the plot? 


Student production crews work together as directors, prop 
designers, background painters, cameramen, lighting engineers, 
and writers. Several students can work on developing animated 
characters. Each character is made with various disjointed parts 
as well as a front, side, and back view of the subject. 

The writers write the story line. The important ingredient is 
the idea, and all can help the writers in the beginning to deter- 
mine the basic story line. Movie ideas are best when the mes- 
sages are simple, clear, and direct. Important ingredients are lots 
of action, humor, and drama. As sound, in most cases, is usually 
added after filming—and it is often not possible to synchronize 
the sound with the images—the visuals should be self-explana- 
tory and the sound used should enhance the visuals through 
narration, dialogue, music, or invented sounds. Sound effects 
can be funny or threatening—anything from a rain storm, 
laughter, a telephone ringing, a poem, a lion’s roar, the surf 
breaking. Tape your own sounds or borrow them from a sound 
library. 

If segments of a film are to be completed by individual stu- 
dents, each student will do all the drawings and sounds for that 
segment. If one sequential idea is to be used by a group of 
students, then all the drawings must be related. There should 
be continuity in the drawing, in the characters, in the back- 
grounds, in the clothes, and in the colors used—even though 
they will be drawn by different people. 

Use tempera, felt-tip pens, watercolors, cut construction pa- 
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per, tissue papers, foil, and wallpapers for background areas, 
or “props”. 

Draw and cut out the main characters separately. They move 
and perform separately from the background. Felt-tip pens are 
a fast and colorful medium, although paints and cut papers 
work well also. Magazine cutouts can be used. Posters and 
magazine pictures used as backdrops offer instant environ- 
ments, although they should be used in an imaginative and 
meaningful way. Also, collages from parts of magazine photo- 
graphs can be used to create imaginative characters—such as an 
elephant’s head on top of a human body, or an outline of a head 
with exaggerated eyes, a nose, and mouth. Sometimes just com- 
bining unrelated photo images can be explored and developed 
without having a preconceived story line. Film can be an im- 
provisational tool. 

Unusual titles, stories, explorations, and improvisation offer 
endless creative possibilities in filmmaking. All steps in the 
process are fun and fascinating! 

Animation can be made to occur in one of three ways: 


1. The characters have disjointed parts that can move. 

2. The props or backgrounds change. 

3. The camera does the action by zooming in or out or scanning 
(moving across) parts of the drawn backgrounds. 


Most animation takes place with flat drawn or photographed 
images. Further animation can take piace with three-dimen- 
sional objects such as small dolls that move. One student used 
stuffed toys in an animated film that were the primary charac- 
ters. Also, wet clay (or plasticene) is a good material to use 
because it can be changed easily by adding to it or taking parts 
from it to create action. 

Anyone who has experienced movie filming knows the feel- 
ing of anticipation while waiting for the captured images to be 
developed. 

Films are always an instructional tool, whether they deal 
with a teaching demonstration, a documentary (such as the day 
in the life of a 12-year-old), or a favorite story or piay. Televi- 
sion is a powerful influence in our lives today, and making one’s 
own films helps us gain a better understanding of the prepara- 
tion, performance, and shooting involved in television produc- 
tion. 

Much of the pleasure in making films is in viewing them. A 
film really has no life until it is viewed. In the classroom, shar- 
ing films ina film festival, whether with other classes or schools, 
can be a highlight of the year. Filmmakers often have instruc- 
tive information to share about their film and discussions after 
it is viewed add to our understanding of a film and its state- 
ment. 


Checkpoints 


1. Lots of action is a necessary ingredient for an animated film. 
Two or three frames are shot with the cable release cord at 
one time. Ihe actual process is a slow one for, with each shot, 
the drawing is moved very, very slightly (44 to % inch). 

2. If there are eighteen frames shot to a second of filming (in 
8 mm film), that means that approximately three hundred 
movements are shot for every minute (when two or three 
frames are exposed each time). 

3. It often helps to plan for some camera scanning (moving 
across the picture) and zooming in or out to fill in some of 
the action. If the drawings are done on clear acetate, the 
figures can be pulled across a backdrop for movement. 

4. Students are needed to (a) write the story line and the shot 
sequences to be filmed; (b.) paint backgrounds for changing 
scenes; (c.) construct characters to size, with disjointed parts 
so that the characters can move and, therefore, indicate mo- 
tion; (d.) handle the camera and do the filming; (e.) check the 
available lighting and film (plan to use Ektachrome movie 
film; it is a little more expensive but uses available indoor 
light);’ (f.) plan the length of each shot and relate each shot 
to the total sequence of the scene; and (g.) review the film 
in process and decide whether any scenes need to be reshot. 

5. Plan to have some working time during each class meeting. 
Decide on how many class hours will be necessary to com- 
plete the film, depending on its length (keep beginning films 
short and simple). Perhaps one scene could be completed in 
each class period. 

6. After completing a film, have discussion periods in which 
ideas are reviewed regarding where changes might have oc- 
curred, where the film has met objectives, and where im- 
provements can be made the next time. 

7. Plan a film-sharing time for others to view the film. 

8. Create further animation with dolls that move. Also use wet 
clay, parts that move or change, or objects to which material 
can be added and removed to create action. 
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plaster, 324-27 
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soap, 324 
wax, 324 
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metal, 373-74 
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content of, 9 
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Diazo print, 471-72 
Displays in classrooms, 71-76 
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Dramatics, 54 
Drawing, 383-85 
developmental stages, in chil- 
dren’s crafts, 29, 34, 39 
on film, 482-83 
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404-10 
tools for, 385-91 
Drums, 316 
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of, 28, 33, 38 
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Eastman, George, 449 
Eckert, Thomas, “Stroke II,” 77 
Egg painting, 158-59 
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Film animation, 483-87 
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Finger puppets, 120-22 
Finger weaving, 231-35 
Fish, as design subjects, 68, 70 
Flags, 179-81 
Flour and salt modeling, 276-77 
Flower holders, clay, 265 
Flowers 

as design subjects, 70-71 

of fabric, 195-97 
Folk art, 7 
Fruits, printing with, 424-26 


Glass cookies, 283-84 

Glass fibers, for weaving, 211 

Glasses, musical, 317 

Goethe, Johann, 111 

Gourds, 323-24 

Graphic communication, 404-10 

Grossman, Maurice K., “Warri- 
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Group art, 57-58 

Gutenberg press, 418 


Hand building, 261-71 

See also Modeling 
Handicapped children, 50-53 
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Hastings, Battle of, 6 
Herrera, Miguel, “La Dolorosa,” 
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Hieroglyphic writing, 411 
Historian, as crafts career, 59 
Holiday villages, edible, 285-86 
Homer, 411 


Illusion pictures, 406—407 
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Indians, North American, 6, 92, 
111, 134 
basketry, 241-42 
beadwork, 176-78 
jewelry, 337-39 
musical instruments, 375, 
317-18 
pottery, 268-69 
sand painting, 401-402 
weaving, 205-207, 232-33 
Industrial design, 59 
Insects, as design subjects, 70 
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48 
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Jewelry, 335-81 
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343-45 
designing, 342-45 
developmental stages, in chil- 
dren’s crafts, 28-29, 33, 39 
finishing procedures, 376-79 
history of, 336-39 
incised, 354-58 
leather, 374-76 
metal, 364-74 
multifunctional, 345-54 
plastic, 358-64 
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size of, 65-66 
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Joining skills, 343-45 
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42-43 
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91 

Kites, 310-14 
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Language arts, integration of 
crafts with, 54 
Leather work, 374-76 
Leonardo da Vinci, 456 
Lettering, 385, 410-16 
alphabets, 413-15 
developmental stages, in chil- 
dren’s crafts, 29, 34, 39 
tools for, 412-13 
Lewis, Sherri, 111 
Line, 61-64 
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Linoleum printing, 431-33 
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dren’s crafts, 28, 33, 38 
history of, 245-46 
knots, 247-52 
supplies for, 246-47 
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Masks, 339-40 
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Matisse, Henri, 94 
McLaren, Norman, 483 
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preschool years, 24 
primary years, 28—29 
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49-52 
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tool, 430-31 
Metal jewelry, 364-74 
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238-4] 
Miro, Joan, ”Oiseau Solaire,” 63 
Mobiles, 303-305 
defined, 290 
jewelry, 345-54 
yarn, 200-201 
Modeling 
baker’s clay, 279-80 
checkpoints for, 282 
clay. See Clay 
developmental stages for, 24, 
28, 33, 38—39 
edible materials, 282-86 
hand building, 261-71 
lettering, 414-15 
playdough, 282 


salt and@rour, 276-77 

salt ceramic, 277-79 

sawdust materials, 280 
Moholy-Nagy, Laszlo, 465 
Monoprinting, 44—46 
Montages, paper, 94-96 
Mosaics, 327-28 
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handicapped children, 50-51 

puppet use in, 132-33 
Moving pictures, 481-87 
Museum career possibilities, 59 
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Musical instruments, 314-19 
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Needlepoint, 193 
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“painting on, 474-76 
Nevelson, Louise, 75 
Nollet, Abbé, 457 


’Oiseau Solaire,” Miro, 63 
Ojo de Dios weavings, 238-41 
Optical spinners, 309-10 
Origami, 82-84 

Ozalid print, 471-72 
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29, 34, 39 
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444-46 
photographic procedure, 472- 
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screen printing, 444 
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tools for, 387, 389-91 
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Paper, as crafts medium (cont) 
developmental stages in use 
of, 24, 28, 32, 37 
experimenting with, 78-82 
jewelry, 346-48 
making of, 78 
montages, 94-96 
weaving with, 216 
Paper bags 
invention of, 77 
masks, 92-93 
puppets, 119-20 
Papier-mache, 98-106 
puppet heads, 118-19 
Papyrus, 411 
Paraffin, as printmaking tool, 
429 
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Patchwork quilting, 189-93 
Pattern, 64-66 
Pencils, 386-87, 412 
stenciling with, 439 
Pens, 387, 412 
bamboo, 412 
felt-tip, 24, 52 
marking, 387 
quill, 411, 412 
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intermediate years, 34-35, 36 
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years, 24-25, 42 
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48 
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years, 24—26 
primary years, 29-31 
upper intermediate years, 40- 
41 
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in the curriculum, 449-53 
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dren’s crafts, 29, 34, 39-40 
film animation, 483-87 
history of, 456-57 
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print, 462-63 
mounting photographs, 476 
moving pictures, 481-87 
overhead projectors, 479-81 
pinhole camera, 456—62 
prints without a camera, 464- 
76 
slide art, 476-79 
terms, 453-56 
Picasso, Pablo, 94 
Picture lifts, 468-71 
Pictures 
illusion, 406—407 
moving, 481-87 
in sequence, 405—406 
string or yarn, 199-200 
“touch,” 173-74 
words and, 407-408 
Pillows, stuffed, 181-85 
Pinatas, 99 
Pinhole camera, 456-62 
Plaster 
Carving in, 324-27 
casting of, 328-30 
as printmaking tool, 430 
Plasticene, printing with, 426- 
27 
Plastics, 358-64 
cut-ups, 201 
Playdough, 282 
Pom-poms, 172 
Popsicle stick loom, 224 
Pottery 
coil method, 268-71 
decorating and finishing tech- 
niques, 273-74 
developmental stages, in chil- 
dren’s crafts, 28, 33, 38-39 
See also Modeling 
Preschool years, 22-26, 42-43 
Pretzel sculpture, 284-85 
Primary years, 26-31, 44—45 
Printmaking, 418-47 
checkpoints in, 446—47 
collage print, 434-37 
developmental stages, in chil- 
dren’s crafts, 29, 34, 39 
history of, 418-19 
introducing the concept, 423- 
24 
monoprinting, 444-46 
objectives, 420 
procedure, 421-23 
relief print, 428-34 


screened print, 440-44 
stamped print, 422-28 
stencil print, 437—40 
terms, 421 
Projected pictures 
moving pictures, 481-87 
overhead projections, 479-81 
Publishing, as career possibility, 
59 
Puppets, 109-33 
construction of, 114-28 
developmental stages, in chil- 
dren's crafts, 28, 32, 37-38 
history of, 110-11 
integration of, with learning 
areas, 131-32 
motivating students with, 132 
—33 
objectives of, 111-12 
presentation of, 128-30 
stages for, 126-27 
ventriloquism with, 130-31 


Quill pens, 411, 412 
Quilting, 189-93 


Rag baskets, 242-44 

Rattle construction, 317-18 

Ray, Man, 465 

Relief print, 428-34 

Rembrandt, 397 

Responsive attributes, of art- 
work, 10-11 

Rhythm, in design, 67 

Rhythm sticks, 318-19 

Rings (jewelry), 352-53 

Rock painting, 400—401 

Rubbings, 423-24 

Rug hooking, 194-95 


Salt and flour modeling, 276-77 
Salt ceramics, 277-79 
jewelry, 353-54 

Sand cast candles, 330-33 

Sand painting, 401—402 

Sarg, Tony, 111 

Sawdust modeling materials, 
280 

Schad, Christian, 465 

Science, integration of crafts 
with, 54-55 


Screened print, 440—44 
Scribbling, 22-24 
Scrimshaw, 354-56 
Sculpture, 288-333 
with aluminum foil, 303 
with bone, 302-303 
clay, 271-73 
developmental stages, in chil- 
dren’s crafts, 28, 33, 39 
edible materials, 282-86 
forming materials, generally, 
291-93 
goals, 290 
mobiles and stabiles, 303-305 
sand cast candles, 330-33 
stick or straw, 320-21 
styrofoam, 303 
terms, 290-91 
wire, 300-302 
wood, 319-23 
Seed jewelry, 348-49 
Serigraphy, 441 
Shakers, construction of, 317-18 
Shape, 64 
Shell jewelry, 356-58 
Signatures, 409-10 
Silk screen process, 440-44 
Simpkin, Phillip, 459 
Size relationships, 66 
Slide art, 476-79 
Smith, Buffalo Bob, 111 
Soap 
Carving, 324 
as printmaking tool, 429 
Social studies, integration of 
crafts with, 55-56 
Soleri, Paolo, ‘“Arcosanti Mod- 
el,” 14 
Space 
as design element, 66—67 
designing of, 297-99 
Space structures, 305 
Spinning wool, 211-12 
Spools 
dolls made of, 185 
weaving with, 236-37 
Stabiles, 290, 303-305 
Stamped print, 422-28 
Stencils, 415, 437-40 
construction of, 442-44 
Stick sculpture, 320-21 
Still life art work, 394-97 
Stitchery, 163-202 
applique, 172-81 
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Index 


Stitchery (cont./ 
banners, 179-81 
basic stitches, 166-70 
checkpoints in, 201-202 
crocheting, 197-99 
fabric flowers, 195-97 
flags, 179-81 
historical aspects, 6—7 
needlepoint, 193 
patchwork quilting, 189-93 
pom poms, 172 
rug hooking, 194-95 
with string or yarn, 199-201 
stuffed pillows and toys, 181- 
85 
tassels, 171 
wall hangings, 179-81 
Straw 
looms, 222-23 
sculpture, 320-21 
String art, 305-307 
jewelry, 349-50 
stitchery, 199-201 
String instruments, 319 
“Stroke II,” Eckert, 77 
Stuffed pillows and toys, 181- 
85 
Styrofoam 
jewelry, 364 
loom, 219-20 
as printmaking tool, 428-29, 
435-36 
as sculpting material, 303 
Sun prints, 467-68 
Surface treatment, 64-66 
Surrealistic art, 96, 398—400 
Synthetic fibers, 210-11 


Talbot, William Henry Fox, 457 
Tambourines, 318 
Tanguy, Yves, 96 
Tassels, 171 
Teaching, of crafts 
as a career possibility, 58 
curriculum planning, 15-16 
evaluating craft growth in, 
16-17, 43, 45, 47, 49 
performance objectives in, 
24-26, 29-31 
strategies, 17-18 
success feelings as important, 
12-13 
Television, 450-51 


Tempera, 389-90 
Texture, 66 
Tie dye 
developmental stages, in chil- 
dren’s crafts, 28, 33, 38 
history of, 140 
technique, 140-49 
Tiles, clay, 267-68 
Tillstrom, Burt, 111 
Tissue paper jewelry, 346—47 
Tjanting, 151-52 
Tops, construction of, 310 
“Touch” pictures, 173-74 
Toy making, 307-14 
stuffed toys, 181-85 
Twining, 233-35 


“Ulrich Varnbuler,” Durer, 479 


Value, defined, 66 

Van Volkenburg, Ellen, 111 

Vegetables, printing with, 424- 
26 

Ventriloquism, 130-31 


Wall hangings, 179-81 
“Warrior,” Grossman, 62 
Watercolors, 390-91 
Wax carving, 324 
Weaving, 204-44 

American Indian, 205-207, 

232-33 

art of, 207-208 

basketry, 241-44 

concept of, 215-16 

as cultural tradition, 204-205 

developmental stages in, 28, 

33, 38 

looms, 215-27 

materials for, 208-12 

spinning wool, 211-12 

techniques, 227-29 

terms, 213-15 

unusual techniques, 229-41 
William the Conqueror, 6 
Winchell, Jerry Mahoney, 111 
Wire 

jewelry, 366-67 

sculpture, 300-302 


Wolle, Francis, 77 
Wood block printing, 430-33 
Woodcrafts, 319-23 
jewelry, 353-54 
Wool spinning, 211-12 
Words 
as messages, 413 
pictures and, drawing project, 
407-408 
Writing, development of, 410- 
11 


Xylophone construction, 317 


Yarn 
baskets, 242-44 
cut-ups, 201 
developmental stages in use 

of, 24, 28, 33, 38 

jewelry, 349-50 
metallic, for weaving, 211 
mobiles, 200-201 
people, 185-86 
pictures, 199-200 
See also Stitchery 


Zoetropes, 481-82 
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